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XVII.— THE   PASTORAL   ELEGY   AND 
MILToN's    LYCIDA8, 

I. 

To  most  modern  readers  the  pastoral  setting  "f  Milton's 
Lycidaa  i^  far  from  being  an  elemenl  <>f  beauty.  It  i- 
doubtful  whether  anyone,  approaching  Lycidas  for  the 
tir>t  time,  fails  t<»  experience  a  feeling  of  strangi  i 
which  must  be  overcome  before  the  poem  can  be  fully 
appreciated ;  .ami  not  infrequently  the  pastoral  imagery 
continues  to  be  felt  as  a  defect,  attracting  attention  to 
its  own  absurdities  and  thereby  Beriously  interfering  with 
the  reader's  enjoyment  of  the  piece  itself.  The  reason 
for  this  attitude  lies  in  the  fact  that  we  have  to-day  all 
but  forgotten  the  pastoral  tradition  ami  quite  lost  sym- 
pathy with  the  pastoral  mood.  The  mass  of  writing  to 
which  this  artificial  yet  strangely  persistent  literary 
fashion  gave  rise  seems  unendurably  barren  and  insipid; 
to  return  and  traverse  the  waste,  with  its  dreary  rrj>e- 
titions  of  conventional  sentiments  and  tawdry  imagery, 
is  a  veritable  penance.  Yet  this,  if  we  are  to  judge  fairly 
of  Lycidas,  or  if  we  are  to  remove  the  hindrances  to  our 
full  enjoyment  of  it  as  poetry,  is  what  in  a  measure  we 
must  do.  For  in  Milton's  eves  the  pastoral  element  in 
Lycidas  was  neither  alien  nor  artificial.  Familiar  a-  he 
was  with  poetry  of  this  kind  in  English,  Latin,  Italian. 
and  Greek,  Milton  recognized  the  pastoral  as  one  of  the 
natural  modes  pi  literary  expression,  sanctioned  by  ell 
practice,  and  recommended  by  not  inconsiderable  advan- 
tages of  its  own.  The  setting  of  Lycidaa  was  to  him 
niiLJnia^y-^m^oj^iamentj  but  an  essential  element  in  the 
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[t   tended  to 
all,l  ,jiLrr  trow,  and  to  exalt  this 

tribute,  to  the  memory  of  Li-  friend,  by  ranging  it  with 
a  long  and  not  inglorious  lint-  of  elegiac  utterance-,  from 
Theocritus  and   Virgil   tu  Edmund   Spew 

To  consider  tLi-  tradition  with  teference  to  Lgcidas  i- 
the  object  of  the  |  I  do  not  propose  to  write 

a  history  of  tin-  pastoral  elegy,  but  -imply  to  indicate  the 

gin  i >f  those  element.-  of  the  elegiac  tradition  which 
appear  in  Lycidps,  and  to  -how  in  detail  Milton's  indebt- 
edness i"  each  of  tin-  greater  examples  of  the  type.  Many 
of  fix-  borrowings  an-  noted  in  the  various  edition?  of 
Milton's  work-;1  Bome  of  the  identifications  are  new. 
The  materia]  has  never,  bo  far  as  I  know,  been  collected 
and  used  for  tin-  present  purpose. 


II. 

The  trilling  .md  artificial  -pirit  of  the  pa.-t'.ral  would 
:.  at  first  thought  to  render  the  form  utterly  inappro- 
priate for  Beriouj  lament-:  according  to  the  accepted 
view  tin-  pastoral  was  in  it-  very  origin  a  sort  of  toy,  a 
literature  of  make-believe.  The  poetry  which  grew  up 
in  the  happy  school  oi  Greek  l>ards  who  masqueraded  as 
countrymen  on  the  *•  pleasant  Bward  "  of  Cos,  and  whiled 
away  the  hour-  learning  to  l>e  poets  by  imitating  the  song 
contests  of  the  Sicilian  shepherds,  could  hardly  have  been 

1  <s.h.  especially  the  annotation*  to  Lycidat  in  David  Mason's 
Th,  Poetical  Works  of  John  Hilton,  London,  1894,  Vol.  in-,  and  in 
the  Pitt  Preea  edition  of  Milton'i  Minor  Poeme,  ed.  A.  W.  Veritv. 
Cainl.ri.lt.'.-.  1*91.  (  f.  ul-o  W.  P.  Mustard-*  article  in  Vol.  xxx  of  the 
American  .Journal  of  Philology:  "  Liter  EchoM  of  the  Greek  Bucolic 
Poet*."  to  which  I  have  made  frequent  reference  in  the  earlier  part 
of   this  etsav. 
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anything  but  pretty  and  artificial.1  We  might  have  bud- 
posed  that  it  would  be  as  transitory  as  the  conditions 
which  gave  it  Itirth.  That  this  ieu  d' esprit  became  a 
permanent  literary  form  and  a  mode  of  expression  fur 
serious  :ts  well  as  lighter  themes,  was.  due  to  the  -uperior 
genius  of  Theocritus,  whose  dramatic  imagination,  aided 
by  his  knowledge  of  the  sober  realities  of  Sicilian  shep- 
herd lift-,  carried  him  beyond  the  imitation  of  mere 
externals  and  led  him  really  to  identify  himself  with  the 
characters  which  he  portrayed.  All  the  charm  of  rustic 
manners,  all  the  fresh  Realities  of  Sicilian  scenery  were 
preserved  in  the  idyls  of  Theocritus;  but  these  Berved 
only  ;is  a  setting  for  human   passions. 

That  the  change  in  point  of  view,  the  shift  of  attention 
from  the  machinery  of  the  pastoral  to  its  essence,  did 
not  come  to  Theocritus  all  at  once,  may  he  inferred  from 
the  idyls  themselves.2  In  the  Polyphemus  idyls,  for  ex- 
ample, where  the  monster  Cyclops  is  represented  in  the 
grotesque  role  of  a  sentimental  lover,  we  seem  to  see  the 
poet  barely  touching  the  serious  note.  The  sixth  idyl 
gets   little   farther  than   burlesque;   in   the  eleventh/1  on 

1  For  nn  account  of  the  origin  ol  the  Alexandrian  pastoral  see 
the  extensive  work  of  Ph.  K.  Legrand,  f:tu<l<-  sur  ThSocriir,  Paris, 
1898;  R.  J.  Cholmondeley,  Th<  Idylt  o/  TKeocritva,  Intro.;  A. 
Lang,  Theocritus,  Hion  and  Mosrhus,  London.  1908,  Intro.  The 
seventh  idyl  of  Theocritus  gives  a  light-hearted  account  of  an  inci- 
dent in  the  daily  life  of  these  jx>ets  and  incidentally  illustrates  the 
beginning  of  the  persona!  and   artificial   pastoral. 

•  The  chronology  of  Theocritus  is  carefully  worked  out  by  Ph.  E. 
Le  Grand,  op.  rit.;  his  results  are  Bummariaed  by  Cholmondeley, 
op.  cil.,  Intro.  I  am  much  indebted  in  the  following  criticism  nnd 
throughout  this  essay  to  Professor  E.  K.  Rand  of  Harvard  I'ni- 
MT-ity. 

•  liucolici  dra-ri,  Wilamowitz-Moellendorff.  Oxford.  lftO.i.  p.  22 
The  quotations  from  Theocritus,  Bion.  and  Moschus  are  taken  from 
Andrew    Lang's    excellent    translation. 
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the  other  band,  the  author  makes  m  feel  not  only  the 
absurdity  of  Polyphemus  in  love,  l>ut  also,  by  flashes,  the 
pathos  of  it : 

"Come  forth.  Galatea,"  !»•  cries,  "and  forget  as  thou  eomeat, 
even  as  I  thai  si1  here  hare  forgotten,  the  homeward  way.  .  .  . 
rhere  >-  no  one  that  wrongs  me  l"it  that  mother  <>f  mine,  and  her 
do   I   blame.     Never,  nay,  never  once  baa  ihe  .s|x.k<-n  a  kind  word 

f,,r  me  to  il and  that  though  day  by  day  ahe  wea  me  warning. 

1  will  tell  her  that  my  head  and  1m. th  my  feet  >r<-  throbbing,  that 
■he  may  alao  suffer  somewhat,  since  I  i>«>  am  suffering.  <>  Cyclone, 
Cyclops,  whither  are  thy  wite  wandering  1  Ah  that  thon  wonldat  go, 
and  weave  thy  wicker-work  and  gather  l>r<>k>-n  bougha  u>  carry  to 
thy  lamba;  in  faith,  if  thou  didst  this,  far  wiser  wouldai  thou  be."' 

The  author  is  still  trifling,  but  his  imagination  has  carried 
him  into  tin-  situation ;  he  Beems  to  be  1 1 < >  1  *  1  i 1 1 ir  two  points 
of  view,  that  of  the  Cyclops,  and  that  of  the  unsympa- 
thetic world  which  is  laughing  at  him.      In  another  loi 

lament  -'  extravagant  sentimentality  takes  the  place  of 
incongruity  as  an  clement  of  humor.  The  Bong  is 
addressed  to  cruel  Amaryllis  by  hex  disappointed  lover, 
who,  when  he  tinds  himself  rejected  in  spite  of  presents, 
prayers,  and  harmless  threats,  gives  way  to  de-pair. 
■■  My  head  aches,  but  thou  carest  not  I  will  Bing  no 
more,  hut  dead  will  I  lie  where  I  fall,  and  here  may  the 
wolves  devour  me."  ■  In  this  passage  the  contemplation 
of  death  as  the  roult  of  the  thwarting  of  the  shepherd's 
passion,  brings  us  a  atep  nearer  to  the  elegy.  The  spirit 
of  the  piece  is,  t,,  l>e  sure,  not  too  serious;  thi-  lover's 
"complaint"  is  the  very  stuff  of  which  the  later  senti- 
mental or  burlesque  pastoral  was  made.  Still  there  are 
serious  and  even  trapic  possibilities  in  the  theme;  charae- 

1  Vv.    SI  fT.     Unp.    op.    cit..   p.    fl.1. 

■  Idyl    in. 

*  V\.  S3  ir.     Lang,  op.  eit.,  \>.  -2-2. 
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ters  unci  passions  originally  designed  as  burlesques  may 
spring  into  lit'<'  under  the  creative  touch  <>t'  genius,  and 
refuse  t..  remain  within  the  narrow  bounds  of  parody. 

It  i-  in  the  tir.-t  and  Becond  idyls  thai  Theocritus  be- 
comes fully  possessed  ly  hi>  theme.  Here  the  -pirit  of 
banter  and  make-believe  is  cast  aside  for  ■  serious  artistic 
purpose.  The  Bubject  of  the  poems  is  -till  disappointed 
love,  but  the  laments  are  n->  longer  mere  lovers'  rhetoric. 
They  claim  and  receive  our  sympathy.  The  9econd  idyl 
i-  not  pastoral  and  does  n<>t  concern  us  here,  except  as  it 
serves  to  show  the  trend  of  Theocritus's  poetic  and 
dramatic  genius.  It  i>  the  monologue  of  a  ruined  and 
deserted  girl,  who  is  trying  the  forlorn  hope  of  magic  to 
bring  back  her  faithless  lover.  She  tells  the  story  of  her 
passion  with  poignant  pathos,  murmuring  an  incantation 
to  the  moon  the  while,  and  directing  a  servant  in  the 
magic  rite-.  In  Virgil's  imitation  of  this  poem  '  the 
incantations    prove    successful;    in    Theocritus    no    lover 

conies,  and  the  ending  is  consistent  with  the  hopeless  tone 
of  the  whole  piece.  "  But  do  thou  farewell,  and  turn  thy 
-treds  to  Ocean,  Lady,  and  my  pain  I  will  hear,  even  as 
till  now  I  have  endured  it."  -  Virgil  is  primarily  inter- 
ested in  the  magic  machinery  and  in  the  sonorous  poetry; 
Theocritus,  in  the  truth  of  the  character  and  the  tragic 
pathos  of  the  situation. 

The  greatest  of  the  idyls  and  by  far  the  most  important 
for  the  present  discussion  is  the  tir.-t.  For  not  only  is  it 
in  many  respects  the  archetype  of  {he  pastoral  elegy,  hut 
it  l'e;u-  a  direct  and  particularly  significant  relation  to 
Lycidas.  The  poem  opens  with  a  pretty  scene  in  which 
Thyrsis,  the  sweel  Binger  of  the  vale,  is  urged  by  a  goat- 

1  Ketone    vni. 

'  Lang,  op.   oit.,   p.    10. 
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herd  to  make  pleasant  the  noontide  hour  by  tinging  the 
••  Affliction  of  Daphnis."  A  wondrous  [vj  bowl,  and  the 
privilege  of  thrice  milking-  a  goal  thai  i-  mother  of  twine, 

shall   In'  bis   reward,     Thyjrjifl  taenia   and   begins   ,Ur 

beautiful  lament.  The  them.'  is  how  Daphnis,  the  ideal 
hero  of  pastoral  song,  was  subdued  by  a  new  love,  after 
his  marriage  t«»  the  fairest  of  the  nymphs,  an<l  chose 
rather  to  <lie  than  t<>  yield.  The  Binger  tir>t  rebukes  the 
nymphs  for  failing  to  save  their  Daphnis,  an«l  tells  of 
the  universal  lament  of  nature  for  liis  loss;  he  then  de- 
scribes  this  visits  of  Hermes,  Priapus,  and  Cypris  to  the 
afflicted  shepherd,  the  tir>t  two  with  words  of  consolation, 
the  last  with  a  cruel  taunt.  To  her  alone  does  Daphnis 
reply,  reproaching  her  and  bidding  her  hep'tie  to  boasi 
ol  her  success;  he  bids  farewell  to  his  native  woods  and 
riversj  bequeaths  his  pi|*-  to  his  sncoeasor,  and  dies 
lamenting  his  own  sad  fate.  The  shepherd-singer  con- 
clnj^ej  and  claims  the  gifts,  which  the  goatherd  gladly 
grants,  with  praise  for  his  companion's  song. 

The  extent  to  which  thi-  poem  moulded  the  tradition 
of  the  pastoral  elegy  will  be  char  from  our  discussion  of 
the  later  examples  of  the  form.  That  Milton  was  fami- 
liar with  it  at   tirst  hand  and  consciously  adopted   it   as 

"> f  the  classical  models  for  LycuUu  ■terns  practically 

certain,  notwithstanding  the  wide  divergency  of  the  two 
poems  in  sotting,  spirit,  and  subject  matter.  For  the 
general  plan  of  making  various  beings  come  one  after 
another  to  add  their  part  to  the  lament,  Milton  had  a 
precedent  also  in  the  tenth  eclogue  of  Virgil.1  It  is  im- 
possible to  say  that  he  was  Influenced  more  by  the  one 
poet  than  by  the  other.  It  is  noteworthy,  however,  that 
in  the  Epitaphium  Damonis,  where  fcfilton  uses  the  same 

C  bHow.   p.   420. 
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motive,  li«'  is  clearly  following  Theocritus  i.  The  poem 
is  twice  explicitly  referred  to,1  and  the  name  of  the 
mourner  in  t>«>t h  laments  is  Thyrsis.      In  the  Epitaphium 

the  shepherds  and  nymphs  conic,  n<»t  t<»  mourn  for  rh<> 
deaoTas  in  Lyndas,  hut,  in  their  mistaken  way,  to  bring 
fort  ti>  the  mourner;-  the  contrast  between  the  afflic- 
tion of  the  shepherd  ami  the  shallow  consolations  of  his 
friends  serves,  as  with  Theocritus  and  Virgil,  to  heighten 

the  effect. 

A  more  i  let  ailed  borrowing  js  to  be  found  in  the  passage 
in  Lycidas  beginning  "  Where  were  ye.  Nymphs."  The 
lament  of  Thyrsis  opens  thus: 

"  Regin,  ye  Moses  dear,  begin  the  pastoral  song. 
Thyrsis  <>f  Ktna  am  I,  and  this  is  the  voice  of  Thyrsis  Where,  ah! 
where  were  ye  when  Daphnis  was  languishing:  ye  nymphs  where 
were  ye!  By  Peneua  beautiful  or  by  the  dells  of  Pindusl  for  surely 
ye  dwelt  not  by  the  great  stream  of  the  river  Anapus,  nor  on  the 
watchtower    of    Ktna.    nor    by    the    Barred    water    of    Acis. 

Begin,  ye   muses   dear,  begin   the   pastoral   song."* 

The  familiar  lines  from  Lycidas  are  substantially  the 
same,  but  they  bear  the  touch  of  a  mightier  hand: 

"  When-  were  ye.   Nymphs,  when  the   remorseless  deep 
Closed  o'er   the   head   of   your   loved    Lycidas? 
For   neither   were  ye    playing  on   the   steep 
Where  your  old  bards,  the  famous  Druids,  lie. 
Nor  on  the  shaggy  top  of   Mona  high. 
Nor  yet  where  Devs  spreads  her  wiaard  stream."4 

1  Bee  below,  p.  41ti. 

1  Tityrus,  Alphesibaeus,  .Kg>>n.  and  Amyntas  bid  Thyrsis  enjoy  the 
delights  of  nature;  Ifopsus  a*ks  what  llirt  is  plaguing  him;  the 
nymphs  reproach  bis  cloudy  brow  and  bid  him  not  reject  the  joys 
of  youth  and  love.     There  are  detailed  resemblances  to  Theocritus  i 

*  Lang,  p.  6. 

♦  Lycidas,  11.  50  ff. 
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For  the  use  of  khij  motive  £00  M''""'  had  tll«'  ,1,,uble 
precedent  of  Theocritus  and  Virgil;1  that  the  line* 
directly  reminiscent  of  the  Greek  rather  than  the  Latin 
poet  is  dear  from  the  fact,  pointed  ont  long  ago  by 
Keightley,'  that  whereas  Milton,  like  Theocritus,  men- 
tion.. |.l;i<<>  n.ar  the  Mftjion  where  hifl  shepherd  met  his 
fate,  Virgil  declares  thai  the  nymph*  were  absent,  not 
fr, .in  Arca.lv  when-  the  soene  of  hie  ecolgne  is  laid,  hut 
from  their  Accustomed  haunts  in  Sicily. 

At  the  close  of  the  lament  in  Theocritus  i  there  is  a 
passage  which  hears  a  still  more  essential  relation  to 
Lycidas  and  has,  bo  far  as  I  know,  never  been  pointed  out: 

'•  Nay.  »\mn  vu  all  the  thread  that  the  fate*  assigned."  the 
shepherd  sings,  "and  Daphnis  went  down  the  stream.  The  whirl- 
ing wave  closed  over  i  literally  '  the  eddy  washed  away')  •  the  man 
whom  the  muses  loved,  the   man  not  hated  of  the  nymphs."  * 

In  view  of  the  circumstances  of  the  death  of  Edward 
King,  these  lines  are  particularly  interesting.  That 
Milton  noticed  their  special  applicability  to  hi>  own  sub- 
ject i>  clear  from  the  passage  already  quoted: 

"  Where    were   ye.    Nymphs,    when    the    remorseless    deep 
Closed  o'er  the  head  of  your  loved  Lycidas!" 

1  Eclogue  x,  vv.  Off.     The  lines  are  as   follows: 

"  Quip    nemora    aut    qui    von    saltus    habuere,    puella* 
Naides.    indigno    cum    (Jallua    amore    peribat? 
Nam  ne<]ue  Parnasi  vobis  iuga,  nam  neque  Pindi 
I  lla   mown    fecere,    Deque   Annie   Aganippe." 

The  motive  appears  again  and  again  in  the  pastoral  elegy  of  the 
Renaissance;    see   Mustard,   op.   cit.,   for   references. 

*  The  Poems  of  John  Milton,  trilh  Notes,  London,  1859.  Anno- 
tations  to    Ijycidas,   Vol.    n. 

'"EkXixt*  ilra  etc.      vv.  140  ff. 

•  Lang,   p.    10. 
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M;i\    it   doI   be  ilnit   these   linea  from   Theocritus   til 
!..|  tu  Milton  the  idea  of  {fixing  his  <  !•  _;    on  the 
IfHth  "t  his  friend  a  pastoral  form  I     It  is  quite  possible 

fh.it  this  passage -u r -n  •  1  to  Milton  when  he  first  learned 

that  King  was  drowned,  thus  drawing  his  attention  to 
Theocritus   i   and   to  the  pastoral  elegy   in  general   as  ;"'-^L> 

uncut    for    tin    expression    of    idealized    grief.     The   / 
external  circumstances  of   Daphnis'g  death  would  at   least 
load  Milton  in  a  manner  to  identify  his  own  dead  shep 
herd   with   this  legendary  hero  of   pastoral   song,   and   to 

regard  Theocritus^g  exquisite  lament   as  the  grototyj f 

his  o\j  n  eh 

The  influence,  of  Thpncritva  on  Lyti(lan  is  by  no  means 
limited  to  the  Daphnis  idyl.  The  elegiac  pastor_al  tra- 
dition is  only  a  part  of  the  pastoral  tradition  in  general, 
and  the  whole  U ><1\  of  the  poetry  of  Theocritus^  ««  tjf 
ultimate  source  of  this  general  tradition,  must  be  regarded 
as  contributory  to  tUe  legy.     Theocri  the 

great  store-house  of  pastoral  material;  he  was  plundered 
again  and  again,  and  his  plunderers  were  plundered  in 
their  turn,  until  the  incidents,  expressions,  and  motives 
n-i  'I  by  him  became  common  property  among  pastoral 
writer-.  Of  this  material  a  <lue  proportion  appears  in 
Lycidas,  whether  borrowed  directly  from  Theocritus  or 
descended  from  him  through  many  hands,3 

Of  the  later  bjiepHc  writers  of  the  Alexandrine  aire,  hut 

1  l    shall    hav easiort    to    in > t «*    a    probable   connection    between 

Lycidas  and  two  other  elegies,  the  subjects  of  which  met  their  death 
by  drowning.     See  below,  pp.  4'i:t  and  4:tl»  if. 

■  Th(  in  Milton  which  are  directly  and  certainly  trnccnble 

to  "tlicr  idyls  of  Theocritus  are  very  few.  Cf.,  however,  Id.  vn.  35 
(ZimI  yip  6661,  fi/cd  Si  xal  du>t)  with  Lye.,  '2b-~.  (The  reference 
i-  from  Mustard,  "/-.  <it..  p.  235.)  Verges  lfi  7  of  Id.  i  i  not  u  part 
of  the  lament)  are  repeated  in  F.p  Dam.,  51-2;  and  the  description 
of  the  cup  in  Id.  i  i-  echoed  in  Ep.  Dnm..  lsi  ft. 
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tWO  arc  known  to  us  by  name:  Moschus  and  the  somewhat 

younger  limn,1  Inith  of  whom  flouriahed  in  the  latter  half 
of  the  third  century  h.  c.  Minn's  mfist  famous  idyl, 
the  Lament  for  Adonis,  |  'A&wmSm  errndJHos  ),-  is,  strictly 
speaking,  not  a  pastoral  at  all;  Adonis  was  a  hunter,  not  a 
shepherd/'  The  poem  is  BSBOeiated  With  the  pa-toral, 
however,  because  of  its  form  and  because  it  i-  the  work 
of  a  pastoral  j><»ct.  [ti  erotk  tone  serves  also  to  ally  it 
with  pastoral  poetry.  It  is  not  surprising,  therefore, 
thai  we  find  the  poem  influencing  the  pastoral  elegy. 
The  sober  and  classic  genius  of  Milton  seems  to  have 
rejected  this  decadent  elegy ;  for  neither  Lycidas  nor  the 
Epitaphium  Damonit  shows  any  direct  trace  of  its  in- 
tluence.  Other  pastoral  writers,  however,  have  made 
liberal  use  of  the  poem,  and  it  must  rank  as  one  of  the 
great  classical  models  of  the  pastoral  elegy.4  The  poem, 
moreover,  derives  a  special  importance  in  the  development 
of  the  tradition  from  its  connection  with  the  Lament  for 
liion  (BiWov  eVtTa^wov). 

The  latter  piece.5  which  is  commonly  attributed  to 
Moschus  but  probably  belongs  to  a  somewhat  younger 
Italian  contemporary,  is  of  the  greatest  significance  in  the 
history  of  the  pastoral  elegy.  It  marks,  as  we  shall  see, 
the  full  development  of  the  pastoral  lament  as  an  inde- 
pendent type,  and,  notwithstanding  its  sentimentality 
and   absurd  exaggeration   of   the   pathetic   fallacy,   it   was 

1  Uucoliri   tlrtrri,   App . ;    Lanp,   op.   rit. 

*  Buntlici   tlravi,    pp.    122  ff. 

*  Virgil,  presumably  btWMi  of  this  pra,  assumes  that  he  tended 
sheep:   '•  Kt  formosua  ovis  ad  flumina  pavit  Adonis"    ( Ec.  x,  v.    18) 

■  (  f.  Mustard,  op.  oft.,  pp.  275  ft*.,  for  an  extensive  account  of  the 
influence  of  thia  poem  in  the  Renaissance  and  later.  Shelley's 
Adonait    is    formally    modelled   on    the    Lament   for   Adonis. 

*  Bucolici  Ur<rei.   pp.  91  ff. 
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adopted    aa   a    model    by   numeroua   later   writers. '     'I  be 
.1!-  of  tfe§  Lum>  nl  for  limn  Wei  WJJ 

Lament  \<>r  A, loins  and  Theocritus'a  firal   idyl;  bul   the 
,litrt^iwiii>.piiMi.nt£vfruiii  its  prelectors  in  1" 
...  k>r  tlif  4uuh^ulau  ~acTual  person  contrived  as 
nln*r&7 — Adopting  the  lyric  fun"  vi  tb«-  Lament  fur 
Adonis  and  the  pastoi  g  and  many  pi  Lbs  ">.■• 

of  Theocritus  i.  the  writer  has  Bubstitul&d  fill  Lhfi  legend- 
charactex,  wjbjdjjer  shepherd  oi  hunter,  the  parson  pj 
.    his  own   friend.     Bion  was  a  writer  <>t'  pjaatorala;  tb 
fore  for  poetical  purpoaea  Bion  was  a  shepherd.     By  thua 
applying  the   imagery  of  the  pajtoraj   to  a   real   person, 
author   of   the    Lament    had    transformed   what    waa 
previoualy  a  genie,  oi  erotic  verse  int..  the  moje,  serviceable 
t v ] »<•  (.f  tin-  personal  elegy  in  pastoral  fonjuii 

The  pastoral  fiction,  once  employed  in  lamenting  a 
paatora]  j«>ct .  was  easily  extended  to  poets  who  did  h~b\ 
touch  on  pastoral  themes,  and  then  to  men  who  were  not 
poetfl  at  all.  The  time  was  Boon  to  come  when  as  un- 
pastoral  a  figure  a^  Julius  Caesar  could  be  dubbed  Daphnia 
and  made  the  Bubject  of  a  Bhepherd'a  lament  Poor  poel 
b  was,  the  author  of  the  Lament  for  Bion  has  the 
credit  of  having  established   a  permanenl   literary   fozn 

The  influence  of  the  Lament  for  Bion  extended  farther 
than  merely  to  establish  the  u>e  of  pastoraj  imagery  in 
elegies  pjp  the  death  of  real  persons;  many  of  the  par- 
ticular   motives    and    ideas    which    characterize    the 

1  Mustard,  "/<    cit,,   pp.   ii7'.'  IT. 

•The  love  motive  i^  n«>t  wholly  abandoned;  we  un-  told,  fur 
example,  that  the  ;i rt  of  kissing  has  died  with  Bion.  The  psycho- 
logical proeeM  "f  tranaferring  to  Minn  the  jKH't  the  attribute*  "f  a 
shepherd  hero,  ma)  !»•  observed  in  the  following  lines  "Nut  <>f 
ii. it  of  tears,  but  <>f  Pan  would  he  *m^.  and  with  herdsmen 
would   he  chant,   and   to   tinging   hi    tended   th>    h- 
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tradition  may  bo  traced  t..  this  first  exampl 
The  t ;i\ «.rit«-  application  of  the  |ia-t..r;tl  t 
tinned  to  !»■  t<>  poets.  Thus  in  later  timee  Sir  Philip 
Sidney,  John  Keats,  Arthur  Hugh  Clough  and  Matthew 
Arnold,1  have  been  mourned  in  pastoral  ~"hl'.  Even  when 
the  person  lamented  is  n<>t  primarily  i  poet,  the  writer 
i-  prone  t"  adopt  t  1 1« -  old  convention  and  refer  t«»  him  aa 
one  of  r  1m  sweet  singers  of  th«'  vale.  Edward  King  was 
n. it  :i  poet;  bul  Milton  did  not  forget  that  he  wrote  verse: 

••\\lni   would    oof    iting   f.»r   LycidasT     11.'   knew 
Himself  to  ling  an. I  build  the  lofty  rhyme" 

This  character  of  tho  shepherd  as  a_j>oct  gives  rise  to 

.  ,     ^another   eonnnon    motive:    namely,    the    fiction    that    tb 

f^(<C  writer  of  the  elegy   is   himself   the   poetical    successor  of, 

the  dead  >hc]>licnl.     In  the  tirstjdvl  of  Theocritus  Thvr- 

bis,  who  sings  the  lanje.nl,  ua.-,  aa  l».i|ilmi-  had  been  before 

him,  the  must  famous  of  the  rustic  poets.     The  writer  of 

the  Lauiinl  for  Hunt  prof  rasas  to  he  heir  t..  hi-  master's 

Bong^     This  sense  of  personal   relation  as  a  poet   to  the 

/   -.;!yr!  of  hi-  gong  jn-tities  the  writer  in  allowing  himself 

j  iljgrmaiuns  concerning  his  own   |n.etie  achievements   and 

aspirations.      In    fjycidas    this    tendency    appears    in    the 

passage  about  fame,  beginning: 

"Alas!    what  hoot*  it   with   in. •.••want   cure 
To   tend    the   homely   sliphted   shepherd^   trado. 
An.l  strictly  meditate  the  thankless  Ifuei  "' 

In  the  Epitaphium  Damonis4  the  digression  is  still  more 
personal  and  explicit. 

""'""•    '"  /;/"7*-  '"   "" "  of  Mmttkmo  Arnold  ami  Oxford, 

by   Reginald   Fanshawe,   London.   1906. 

'••To  other,  didst  thou  leave  thy  wraith,  to  me  thv  miastrala 
(1.  B7) ;   Lang,  |».  201. 

■LI.  64 ff.  .L1,    |a,ff 
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■  ly  connected  with  the  supposed  superiority  of  tin 
shepherd  ti>  a  rustic  pi»ct.  is  the  fiction  that  he  is  tin; 
.^articular  darlin";  of  all  the  creatures  of  the  Villr,  and 
that  jjav  iill  lament  his  <  1  ■  :iih.  The  tir-t  suggest ion  oT 
ihis  motive  was  undoubtedly  found  in  Theocritus.  NV>t 
only  u(  re  the  boys  and  maidens  Btricken  with  grief  at 
the  loss  of  Daphnis,  bul  jackal-,  lions,  bulls,  and  calves  !» 
wailed  hi-  death.  In  the  Lament  for  Bion  everything 
worth  mentioning  in  nature  adds  after  its  fashion  to  t In • 
universal   moan.     Indeed,  the  firsl   third  of  the  poem  i- 

Wholly    L'i\ell    over    to    the     a^'liie-     of    created     things.         Ill 

Lycidas  WC  have  the  motive  employed   in  a  passage  which 
may  be  a  direct  echo  of  the  Lament  for  Bion:  ' 


"Thee,  Shepherd,  thee  the  woods  Mid  desert   caves, 
With    wild    thyme   and   the  gadding   vine  o'ergrown, 
And  all  t ln-i r  echoed  mourn. 
The  willow*,  and  the  hazel  copses  green, 
Shall   now   no   inure   be  seen 
Fanning  their  joyous  leaves  to  thy  ><>i't  lays."  ' 


From  this  conventional  use  of  the  "  pathetic  fallacy  " 
Milton,  it  will  be  observed,  gets  a  very  different  effect 
from  thai  of  his  Greek  originals.  For  he  does  nor  dwell 
on  the  fiction  that  the  natural  QhjfiCta  expi£gg  grjef ;  he 
i-  taken  up  with  the  beauty  of  the  things  themselves,  lx~ 
is  tlie  dcs£r;'tiiin  ♦!'"»  "■*  remeniher,  nij_tlie  conceit.- 

That  Milton  regarded  the  Lament  for  Bion,  together 
with  the  first  idyl  of  Theocritus,  as  a  great  classical  origi- 
nal of  the  pastoral  elegy  is  clear  from  the  invocation  in 
the  Epitaphium  Damonis: 


Mf.   Bion,  w.    1  IT    and   w.  27-82.     "Thy   Hidden  doom,  <>  Bion. 

Apollo  himself  lamented and  Echo  in  th<-  rocks  laments  that 

tliuu   art   silent." 

»LL  S»ff. 
4 
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"Himeridea  Nymph*   (nam  *»  «■»  Daphnta  at  Hylan. 
I  i    ploraU  diu   meminiatia   fnto    Bionia) 
Dicite  Sioelieum  Thameeina  per  oppida  canoea."  ' 

Tracer  of  direel   imitation,  on  the  other  hand,  are  very 
slight.     In  addition  to  the  lines  quoted  above,  the  go 

j,a-sam-  in  /,'/<  "A-'*  has  hecn  cited  as  echoing  the  opening 
lines  in  the  Lnmrntr  The  resemblance  is  a  shade  closer 
than  to  the  Bimilar  passages  in  Virgil.8 

With  the  l.nnunl  for  Bitah  the  pastoral  elegiac  tra 
.litiun  in  (Jreek,  at  least  so  far  as  we  can  trace  it.  comes 
to  an  end.  The  pastoral  form  was  on  its  way  toward 
complete  decadence;  it  seemed  on  the  point  of  total  dis- 
solution when  it   was  revived  in  B  B£2  !PJ™1  ,,v   Vir!ril. 


1  I'm-  ncond  illusion  i-  to  Theocritua  xm.  an  epyllion  on  the 
story  of  HylM  and  Heracles.  Strictly  ■peaking  the  poem  is  neither 
a  pastoral  nor  an  elegy. 

•  Mustard,  "/<■  «"*.,   pp.  281-2. 

1  Mr  Mood;  in  the  Cambridge  t-«li t ii >u  of  Milton's  poems  (p.  321  i 
remarks  that  the  Epitaphium  Damonia  is  formally  an  imitation  of 
the  Lament  foi  Bion,  Doubtless  Milton  haul  the  Greek  poem  in 
mind  when  he  wrote  Ins  Latin  elegy;  the  similarity  of  name,  a- 
wvll  a*  tlie  lines  quoted  above,  indicate  tliis.  Hut  there  is  not  a 
single  passage  in  Milton's  poem  which  shows  unmistakably  t lit- 
influence  of  the  Lament  for  Bion,  while  there  are  many  which  maj 
be  directlj  traced  to  Theocritus  and  Virgil.  The  two  poema  are 
also  unlike  in  form;  for  Milton  Im*  the  customary  narrative  setting 
as  in  Theocritus  i,  whereat  the  Lament  doea  not  puqtort  to  t>e  sung 
by  a  shepherd  at  all. 
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III. 


Tin-  ampler  -tram  in  winch  Virgil  bids  tin-  Muses  sing 
his  prophecy  of  the  approaching  milleninm  '  ii  the  key- 
note  of  ;i  change  in  the  aljdfi  a"J  spirit  '**  the  paatoral 
which  is  of  the  greatest  importance  in  the  history  of  the 
pastoral  elegy.  The  tone  «»f  the  Virgilian  eclogue  is  de- 
tcrniined  nol  by  the  lightness  anil_ikliutLc  nrlmnity  of 
Theocritus,  nor  by  the  decadent  beauty  <?£  faifl  successor*, 
but  by  the  '--ru Dally  dig*uii**i  -tuui-  i»>hln  mwuilu  ui  Virgil 
himself.  With  all  his  literary  indebtedness  t<>  the  Alex- 
andrians, Virgil  was  thoroughly  Roman;  he  was  by  nature 
an  epic  poet,  and  even  in  the  bucolics  he  strike-  the 
epic  note.  Corresponding  t<>  this  change  in  expression, 
and  intimately  related  t..  it.  there  came  with  Virgil  a 
change  in  the  nature  of  the  tradition.  The  Roman  poet, 
tinlike  his  master,  had  never  known  a  shepherd  life  like 
that  which  Theocritus  describes ;  the  peculiar  conditions  of 
simplicity  and  happiness  which  had  existed  in  Sicily  two 
centuries  before  could  hardly  have  lxm  found  among  the 
peasants  of  northern  Italy  at  the  close  of  the  civil  wars. 
Hence  it'  Virgil  was  to  write  pastorals  at  all,  he  must 
either  change  the  Betting  so  as  to  bring  it  into  accord 
with  the  rural  life  he  knew,  or  In-  must  accept  the  pastoral 
setting  of  his  ma.-ter  as  a  literary  convention.  Hut  the 
fiction  of  a  shepherd  contest  was  the  very  essence  of  the 
pastoral  as  a  literary  form.  Accordingly,  Vir<ril  took 
the  latter  course,  thereby  completing  the  process  of  which 
we  have  seen  the  beginning  in  the  Lament  for  Bion, 
From   Virgil's  time   forth,  conventionality   in  setting,   ad- 

1  Ec.   iv.  w.   1  ff.     "  SicilidM   liuaa,  paulo  maiora  canamus!  "  etc. 


i  \\i^   ih.i.i  1    ham  ORD. 


vl** 


hcrenct  u,  an  established  \\tvnrx  tradition,   i-   a   n  arked 
characteristic  of  t  1  * « -  pastoral. 

Thai  Virgil  should  have  been  willing  to  accept  hia 
pastoral  setting  ready  made  i^  partly  explained  by  the 
fact  ilia-  lit-  wa-  not  particularly  inter- -ted  in  this  setting 
for  it-  own.  sake.  Mi-  purpose  was  fiial  "*'  all  stylistic. 
There  is  in  Virgil  no.  such  LnaighJ  into  character  and 
dramajjc  situation  as  in  tho  first  and  second  idyla  oi 
I  Ii-.uciIlu-  :  there  is  no  such  variety  of  pastoral  ideas  and 
images.  In  compensation,  the  Roman  poci  has  taken  in- 
>  finite  pains  to  secure  artistic  finish.  Kadi  eclogue  i-  a 
cfullv  ciiii.»triicted  whole,  usually  beginnijog  with  some- 
thing corresponding  to  an  invocation  and  progressing  to 
a  '!•  linit.'  artistic  close.  The  verse  is  polished  almost  to 
a  |M»int  of  over-refinement  But  style  and  form  ar-'  n->t 
by  any  mean-  Virgil's  only  interesl  in  tin-  eclogues. 
The  methods  of  personal  refcrenci  suggested  by  the  prac- 
tice of  Theocritus  and  the  author  of  the  Lament  for  />'<<"i 
are  extensively  employed  by  Virgil  and  turned  to  pane- 
gvric  purposes.     The  pastoral  was,  with  Virgil,  to  a  large 

/      decree    pergonal    and    allegorical  :    indeed,    if    we    take    the 

realistic  idyls  of  Theocritus  as  the  type,  the  eclogues  can 
hardly  be  considered  as  pastorals  at  all. 

This  change  in  [fcc.  -pint  and  intention  ,,f  thj  pastoral 
in  Virgil's  hand-  un-,  as  1  have  already  remarked,  of 
the  greatest  importance  in  the  history  of  the  pastoral 
form.  It  ia  not  only  that  Virgil  ivin.-tated  the  |>a-t-»ral 
and  exemplified  it  in  a  language  which  was  to  be  the 
literary  medium  for  centuries;  he  ajjso  transformed  it 
into  an  ea-\  and  ggrj  ieeal>le  in-iniinent  for  a  Variety  of 
literary  piiej.- .-«•-.  h  was  no  longer  necessary  to  know 
anything  about  country  life  in  order  to  write  good 
pastorals;    it    was  only   necessary    to   know    the   pastoral 
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formulas,  to,  l'«'  ahls  ,M  manipulate  the  pastoral  ma- 
chinery Moreover,  the  pastoral  was  henceforth  to  be  a 
garmenj  thai  would  tit  all  figures.  It  w_aj  a  thin  and 
irnn-ci'ul  dijguise  for  personal  allusion,  and  especially  for 
Qflfiggj  ric. 

What,  then.  was  Virgil's  influence  "ti  the  paatoral  elegy! 
The  forjn  already  had,  as  we  have  seen,  a  certain  gi 
and  path"-  i"  recommend  it  ;  it  Buffered,  at  least  in  it- 
later  examples,  from  pettiness,  from  exaggeration,  from 
erotic  sentimentality.  In  Virgil's  hands  it  was  ennobled 
and  made  an  injsjrujnejot  ri-allv  worthy  <>f  tin-  highesl 
thcnn  -.  Tnir  it  i«;  that  there  wire  few  who  could  follow 
Virgil  in  raising  the  pastoral  by  exalted  expression;  but 
for  those  who  could,  Virgil  hail  Bhown  thr  way.  of  all 
his  successors  in  the  higher  pastoral  win,  none  had  more 
clearly  the  spirit  "f  the  master  than  John  Milton.  II. 
echoes  the  Ionian"-  very  line-  in  bid_djng  his  muse  rise 
lo  the  dignity  of  a  loftier  theme: 

"  Begin   then.   Bitten  of   the   snored  well. 
That  from  beneath  the  wat  of  .Ic.ve  doth  aprinp; 
Begin,   and    .somewhat    loudlj    ftweep    the   string."1 

If  Virgil  had  never  written  his  eclogues,  Milton  might 
yet  have  sung  of  the  death  <>f  King  in  an  epic  -train; 
for  Buch  expression  was  as  native  t<.  Milton's  genius  u 

to  Virgil's  own;  but  it  is  not  s<»  likely  that  In-  would  have 
chosen  the  pastoral  as  the  form  in  which  to  cast  hi- 
lament.     With  this  etc\ati<.n  <>f  the  tone  of  'he  na-toraT" 

elegV    tliero   porno^   flljA   flh    pnlor^iriPTit   pf*   its   SCOPe.    _  l'lie 

charaeter  of  thr  Bubjects  treated  by  Virgil,  which  are  in 
many  cases  serious  and  far  beyond  the  narrow  ran^e  "f 

1  Linea   16  If. ;   et.   tbore,  p.  417.  n.   1. 
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Btrictly  pastoral  interests,  broujfbj  the  pasiorj]  nearer  to 
the  il.-\   proper,  in  which  we  naturally  expect  an  element 

,,f  » tcinplation  iind  didacticism.     It  also  established  a 

precedent  for  the  introduction  int..  the  pastoral  elegy  <>f 
a  great   variety  of  miscellaneous  material,  a  practice  of 
which  the  invective  agsinaj   the  clergy   in   Lycidas  is  a  \ 
striking  example. 

two  of  the  eclogues  of  Virgil,  the  fifth  an«l  tenth,  are 
deserving  of  especial  consideration,  Eclogue  x  i-  a  love 
lament  in  imitation  of  Theocritus  1;  Eul  here  the  shep- 
herd is  lid  mythical  Daphnis  but  the  tiesh  and  blood  poet, 
Cornelius  Gallus,  whose  disappointment  in  love  is  pre- 
sumably an  actual  fact.  The  poem  i>  conventional  in 
imagery,  but  sincere  in  feeling  and  elevated  in  tone.  It 
begins  with  an  invocation  of  Arethusa.1  There  follows  a 
passage  lamenting  the  absence  of  the  nymphs  from  their 
accustomed  haunts;  then  comes  the  inevitable  lament  for 
nature.  "  Illnm  etiam  lauri,  etiam  Severe  myricse."  •  The 
shepherds,  Apollo  and  Pan,  come  to  offer  their  consola- 
tion. At  length,  as  in  Theocritus  i,  Qallus  himself 
bewails  his  mi-fortune,  struggles  for  a  time  against  fate, 
then  yields.  The  poem  concludes  with  eight  lines  in  the 
regular  style  of  the  vYirgiliun  close. 

In  general  outline  this  poem  -mmhiffl  Lycidas  much 
more  closely,  than  anv  other  of  the  poems  of  Virgil  or 
Tluoeritu-.  In  hoth  we  have  an  invocation  at  the  begin- 
ning hut  no  mention  of jth£_sJiejiherd  singer  until  the  end;   «■ 

111     li.,ihjjw>    rpntity    ^f    fl     pmrr^ion     of    niniminw     is    em- 
ployed :    hoth   poems  close   with  eight   lines,  very   similar 
»pirit,_rcf erring  to  the  end  of  dnv  and  "the  departure 

1  Cf.  Lyetdaa,  1.  85. 

•I  have  used  tha  Clarendon  Preu  u-xt  of  Virgil  rec  F  A  Hirtsel 
0   lord.    1000. 
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of  '!»"  r<h«'^WrfM     In  addition   to  these  general    resem- 
blances there  arc  a  few  detailed  borrowii 

■•  Pauca   meo  Gallo  .... 
Carmina  sunt  dicenda:  neget  quit  carmine:  Oallo"   iw.  8-3). 

"Who  would  not  Mun  for  Lycidaa?"   (I.  81). 

"Venit  <'t   agresti  capitis  Silvanua  honore"    (v.  -24>. 

••  Next   Camus,  reverend  sire,  went   footing  slow, 
Hit  mantle  hairy,  and  his  bonnet  s(-»l^- "    (II.   103-4). 

"  Sir  til>i.  cum   ductus   Bubterlabera   Ricanoa, 
Iv.rU  amara  suam  nun  intermiaceat   undam"    i  w.  4-5). 

"So  may  -< > m  1 . ■  gentle  mnee"  etc.    ill    19 ft*.). 

Virgil's  Lift  la  eclogue  marks  a  step  in  advance  in  the 
development  of  pastoral  elegy;  for  Bere  we  have  for  the  L 
lir-t  time  a  lament  for  a  great  man  who  was  nol  a  poet 
and  who  appears,  not  in  his  own  person,  but  disguised 
under  a  pastoral  name.  The  Daphnis  of  the;  fifth  eclogue 
i-  in  all  likeliEood  Julius  C»esar.a  Reference  i-  appar- 
ently  made  to  his  reputed  descent  from  Venus,  to  his 
introduction  in'"  Rome  of  tin-  Bacchic  rites,  and  lastly 
to  bis  apotheosis.  The  Betting  is  the  familiar  dialogue  oi 
Theocritus  i.  Two  shepherds,  Menalcas  and  Mopsus, 
inert  and  sing  together  the  death  of  Daphnis.  Mopsus 
tells  of  tile  sorrows  of  nature  for  the  shepherd':-  fate:  the 
nymphs  wept;  lions,  mountains,  and  forests  an-  -aid  to 

'T!u'  genera]  resemblance  between  these  two  concluding  pasnagea, 
and  eeveral  of  tin-  parallels  quoted  below,  were  first  auggeated  to 
iin>  by  Profeaaor  Kami. 

'There  are  several  echoes  of  Eclogue  x  in  tin-  Epitapkium  Dnmo- 
mi$;  cf.  Ec.  x.  w.  55-68  with  Ep.  Dam.  w.  35-43;  alao  v.  42  with 
v.  71.  v.   S  with   v.   7;{,  v.  ti.'{   with   v.    160. 

•The  identification  goes  back  to  the  time  of  Berriua.  See  Con- 
nington's  edition   of   \  'irgil,    i.   pp,    50ft*. 
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li:l,(.    attered   groans.     Pales   and    Apollo   have    left 
fields;  darnel   and  oats  grow   instead  of  barley,   thistles 
instead  of  violets.     Scatter  flower*  over  Daphnis's  grave 
.,,,,1  build  bis  tomb.     Then  Menalcas  conclude*,  addreaaing 

]  »;i|'lini-  as  ii  god  : 

u  Caadidua  inauetum   miratui  limen  Olympi 
s.il.  pedibutque  ride*   nubee  el   aiders   Dnphnia.H 

Tin-  nuUiuLiuv,  thus  introduced  bj  Virgil  with  reference 
to  ilmjjjjiimxiun  of  tin-  jiraL  Cseaar,  is  henceforth  ggldom 
orjuaax.ub.-vui  from  the  paM-.rul  eh-v.      In  general,  the 
resemblance  between  this  passage  and  the  end  of  Lycidat 
is  nut   specitic.     Chriatiaiiit;    has  lent  a  new  coloring  to 
the  consolation   in  the  later  poem.     With  the  last   three 
lines,  however,  where  Ljcidas  is  invoked  as  the  "genius 
of  r Ik    -liMiv,"  the  ca<e  is  different.     The  conception  con- 
tained in  them   is  more  pagan  than  Christian,  and  it   is 
hard  to  believe  thai  they  would  have  appeared  in  Lycidtu 
had  nol  the  idea  held  an  important  glace  in  this  eclogue 
ofVirgil.     The  uncommon  usage  of  the  word  "  good  * 
as  the  equivalent  of  "propitious*'  Beems  to  rest  on  the 
word  "  bonus"  in  the  Virgilian  paaaage  under  discussion.1 
The  influence  of  the  bucolics  on  Lycidas  is  by  no  means 
confined  to  the  tifth  and  tenth  eclogues.     No  edition  of 
Lycidas  has  ever  given  anything  like  an  exhaustive  list 
of  the  passages  in  Virgil  which  Milton  either  borrowed 
or   imitated.     One  can   never  feel   sure  that   one   has   got 

'"Sis  bonua  <>  felixque  tuie!  "  (t.  •'».■>).  Cf.  alao  v.  81;  "  amat 
bonua  otia  Daphnia."  I  owe  thia  point  alao  t«>  Profeaaoi  Kami.  The 
paaaagei  in  Lycidtu  and  Eclogue  v  should  l>e  compared  with  the 
similar  one  in  the  Epitaphium  Domonia.  See  below,  p.  440.  The 
line  ••  .Ktli.ru  purua  habet,  plurinm  pede  reppolit  arema  "  and  the 
aapreaakma  "Dexter  adee,  placiduaque  fare"  aerre  to  connect  the 
latter  with  the  Virgilian  original. 
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tlniu  all;  for  they  extend  to  t In •  merest  minutin?,  such  ;m 
the  borrowing  of  a  single  word.     The  beautiful   passag< 
in  Lycidcu  beginning  *'  Bring  the  rathe  primrose"  In 
only  a  general  resemblance  to  the  similar  flower  groupings 

in  the  I" !'«•*•  ''  ^Ijlinn  is  fil r  more  imaginative  in  his 

description    than    Virgil.     The    Roman    poet    Bpeaks  of 


"  pallid  violets,"  "  waxen  prunes,"  and  "quinces  with 
their  tender  bloom";  the  English,  of  "cowslips  wan  that 
hang  the  pensive  bead."  The  reference  to  myrtles  and 
laurels  at  the  beginning  "t"  Lycidas,  however,  i^  clearly 
reminiscenl  of  a  line  in  Eclogue  n.a  In  Eclogue  111 
then-  i-  a  touch  of  satire  which  reminds  u-  >>f  Lycid 
The  movigg  of  natural  objects  to  the  aojQg  of  a  shepherd 
is  twice  mentioned  in  Virgil;4  *<>.  too,  Milton's  "smooth 
sliding  Mincius,  crowned  with  vocal  reeds"8  is  an  echo 
of  Virgil'-;  "  hie  viridis  tenera  prsetexit  harundine  ripas 
Mincius.""  The  phrase  "Plucked  my  trembling  ear," 
used  of  the  admonition  <>f  Phoebus,  i~  borrowed  from 
Eclogue  vr.  The  In-sinning  of  the  passage  on  fame, 
"  Were  it  not  better  done  as  others  use,  I 'o  -p'.rt  with 
Amarillis  in  the  Bhade/'  is  evidently  modelled  on  Virgil 
ii,  14-5:  "  X on ne  fuir  satius  tristis  Amaryllidia  Iras 
Atque  Buperba  ]>ati  fastidia,"  7 

1  Cf .  Ec.  iv,  19  IT. ;   Eo.  v.  35-40;     Eneid  vt,  s*:i-4;  cf.  also  above, 

p.  ue. 

1  "  F.t  vos,  0  lauri.  carpam,  et  t«-.  proxima  myrte"   (v.  64).     "  V.-t 
unci-  more,  0  v.-  laurels,  and  once  more,  Ye  myrtles  brown"  (I.  Iff.). 
"  Son    tu    in    trivii-,   indocte,   solebaa 
Stridenti    miserum    atipula    diaperderc    carmen T"    >\\ 
"Grate  >>n  your  scrannel  ] . i i ►* ■  -*  ol  wretched  straw"    (1.   124 
'I       \i.  w.   J7  Js    (directly   imitated   in   Lycidat,  II.  33-35);   nn.l 

rni,  v    4.  'LyrtoVu,  1    B6,  quoted  below,  p.   124 

•  Ec.  vii.  w.   12-13. 

•Two  further  parallels  mi^ht  W  given:  Ec.  i.  2.  "muaam  medl- 
♦iiri-;"  cf.  Lycida*,  I  ii'i.  "strictly  meditate  tlip  thanklesa  muse." 
V.c  i,  s4,  "  Maioresque  cudunt  altis  <!<•  montibua  ambne; "  cf. 
I  hi  i.ia.s.  1    190   "  And  now  the  -un  luiil  stretched  out  all  the  hills." 
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In  trying  to  appraise  the  relative  influence  of  Theo- 
VFTrr?TTi.iri11,iin.-  the  Lament  fat  Bion)  and  Virgil  on 
Milton's  pastoral  B|vle,  it  is  necessary  to  take  into  account 
the  fact  that  the  Greek  muse,  as  the  first  inapirer  of 
pastoral  verse,  was  naturally  regarded  u  the  more  original 
and  the  more  authentic  In  Lycidas  both  the  Greek  and 
Kuiuan  pastoralists  an-  invoked  together: 

"O   fountain   Arcthuw  nn<l   thou   honored   Hood, 
Smooth    sliding    Minciux    crowned    with    vocal    reeda." 

But  Lycidas  is  called  a  "  Horic  lay,"  and  after  the  church 
digression,  Milton  bids  the  "  Sicilian  Muse"  return.  Bo, 
too,  in  the  Epitaphium  it  is  the  "  Himeridea  Nymph»M 
who  are  invoked.  On  the  other  hand,  as  we  have  ieen, 
the  direct  reiiiiui-cciicts  ,.f  Thccritus  in  Lycidas  are  few, 
while  those  of  Virgil  are  many.  The  latter  passages 
too,  have  been  more  completely  assimilated;  the  Virgilian 
phrases  are  part  and  parcel  of  the  stylo.  It  seems  proba- 
ble, therefore,  that  though  Milton  honored  the  Sicilian  as 
his  original  and  consciously  incorporated  some  <>f  his 
motives,  he  turned  to  Virgil  with  greater  familiarity.  It 
was  the  Virgilian  rather  than  the  Theocritean  phra«e 
winch  Bprang  tir~t  1  < »  hi>  mind  when  he  would  express 
himself  in  pastoral  terms.  We  may.  perhaps,  refer  the 
gentler  and  sweeter  passages  in  Lycidas  to  the  flexible 
and  sunny  (ireek  of  the  author  ,,f  Daphnis;  we  must 
certainly  attribute  the  "  higher  -train, "  which  i-  most 
characteristic  of  the  poem,  to  the  influence  of  him  who 
could  sing  in  rjastoral 


vers* 


"  uti   magnum   i«t  inane  earn  ta 
Semiaa    terrarumqvie   animaque    mariaque    fuissent 
Kt   liquid!   limul    i>jiiiv" 

It  is  perhaps  significant  that   Milton,  in  changing  from 
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the    harsh    ic >u<  s   <>f    iii\rri Lye    to   Btrains   of    pathos    and 
beauty,  invokes  the  presence  of  the  Greek  pastoral  alone: 

"Return,   AlpljejUi    the  dread   voice   i-   p.i~t 
That   shrunk   thy  itreama;    return,  Sicilian  Mum." 


IV. 

The  paramount  importance  of  1 1  *« -  classical  examples 
of  the  pastoral  elegy,  nol  only  as  establishing  the  type 
for  future  ages,  1>ui  also  as  furnishing  Milton  with  his 
mosl  import ant  n n .« 1. 1  -,  has  led  me  to  dwell  <>n  tin-  subject 
at  considerable  length.  But  these  poems  are  not  alone 
sufficient  t<>  account  for  the  form  of  Lycidas,  nor  arc  they 
the  only;  elegies  to  which  .Milt<>n  i-  indebted  for  mo.t.iyj  -, 
phrases,  and  minute  turns  of  style.  The  pastoral  elegy 
was  greatly  enlarged  in  scope  by  the  freer  treatment  of 
the  Middle.  Ages  and  Benaiasance;  it  was  to  a  certain 
degree  changed  in  essence  bv  it-  contact  with  Christianity. 
It   remains,  therefore,  to  examine  the  chief  later  modi- 

fications    of    the   elegiac    tradition,    and    t nsider    in 

particular  those  poems  with  which  Milton  seem-  to  show 
familiarity. 

The  later  Roman  pastoral  writer-,  Calpurnius  and 
Nemesian,1  had  hut  little  influence  on  the  pastoral  tra- 
dition. Their  eclogues  reveal  the  tendency  inherent  in 
the  pastoral  as  interpreted  by  Virgil,  to  become  more  and 
more  personal  and  allegorical.  The  pastoral  writers  an- 
no longer  contenl  to  suggest  a  personal  application  of  the 
eclogue  a-  a  whole;  but,  following  what  they  believe  to 
have  been   the  practice  of  their  master,  thev  attempl   to 

1  Thr   Eclogue*  of   Calpumiu*   Sieulut,   <m<l    M.   Aur<hus    \ 

am*.  C.   H.  Keene,  London.   18S7. 
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give  a  meaning  to  each  detail,  to  make  each  character  in 
the  dialogue  repretenl  ■  definite  person.  The  pastorals 
0f  Calpuroius  contain  no  elegy;  Nemesis*  i,  entitled 
••  Epiphunus  lleiibari,"  is  a  lament  after  the  style  of 
Virgil  v.  I. ut  containing  possible  reminiscence!  <>i  Theo- 
critus. The  aged  Melibceua  i-  probably  a  real  person,  but 
there  i-  ao  evidence  for  hi>  identification.  It  is  inter- 
esting  i"  observe  that  the  pastoral  consolation  does  not 
appear  in  tin-  elegy.  Melibceus  i-  Baid  to  be  worthy  of 
the  councils  of  the  gods,  but  not  to  have  been  made  one 
of  their  number.  In  the  ordinary  pagan  eclogue  >uch  a 
passage  could  find  no  place.     Its  occurrence  in  the  fifth 

eclogt f   Virgil   was  due  t<»  a  >[><<iul   fact   connected 

with  tin  Bubjecl  of  the  lament.  With  the  introduction 
of   Christianity    into   the   elegy,    the   fienmrlntinn   I>ecame 

tsM-'lltitll. 

' 4HTtI~sTender  stream  of  pastoral  writing  which  connects 

the  classical  eclogues  with  the  bucolic  poetry  of  the  Re- 
naissance need  detain  us  but  a  moment.  The  renewed 
tradition  owes  little  if  anything  to  the  Middle  Ages,  but 
derives  its  source  directly  from  the  classical  originals  as 
interpreted  bv  the  allegorical  method  which  had  been 
applied  to  the  works  of  Virgil  almost  from  the  start. 
The  pa  at  aral  poetry  of  the  Carol  ingian  Renaissance  has, 
however,  an  interest  of  it>  own,  and  one  elegy  belonging 
to  this  period  deserves  consideration  here  as  illustrating 
the  trend  of  the  form  in  Christian  band-,  and  as  antici- 
pating, if  if  did  not  suggest,  certain  important  later  de- 
velopment-. The  poem  is  a  lameni  for  Adalhard,  Abbot 
of  ol<|  and  new  Corbeil,  ami  was  written  by  Paschasius 
Radhcrtns.'      Two  maiden-,  Galatea  and   I'illi-,  who  prove 

1  Momumenta  Qermomia  Hutoriem:  Port<r  Tmtini.  Vol.  in.  rec. 
Trmabe,  pp.  4.">  tt.  I  owe  my  acquaintance  with  this  poem  to  Pro- 
fenor  Rand. 
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i.)  he  personifications  of  the  two  monasteries,  mourn  for 
their  ul>l»ol  in  alternate  strains;  as  usual  in  the  Caro 
lingiau  eclogue,  the  writer  i-  interested  rather  in  the 
(iMitciit  than  in  t  lit  -  form.  The  pastoral  idea  bad  in  it 
little  to  attracl  the  writers  of  the  circle  of  Charles,  l>nt 
fortified  as  they  were  with  the  allegorical  interpretation 
of  Virgil,  thev  saw  in  the  eclogue  a  convenient  form 
t'ur    i  In     cspjrcsjs.i.ou    of    a    wide    variety    of    nojQ^mstoral 

'I'll,      pnatnrn]    spttinp    t « ■  1 1  <  1  -   Constantly    I"    fall    away 

from  tlir  skeleton  of  the  dialogue.  Radbertus.  in  the 
poem  under  discussion,  has  not  gone  so  far  a9  to  desert 
entirely  the  Virgilian  model,  but  he  has  deal]  freely  with 
the  form,  and  by  introducing  into  his  poem  several  new 
features  has  taken  a  further  step  in  the  progress 
widening  of  the  -cope  of  t hi  }.a.-i..ral  elegy.  Chief 
among  these  features  are  the  following:  (1Y_  extended 
praise,  of  1 1 1 « -  -uhjeet  of  the  lament;  (2)  abundanl  refer- 
ences ti>  hi-  life  and  work ;  (3)  an  invective  against  death 
(vv.  60  ff. )  :  (4)  a  description  of  the  •joys,  of  I'aradi-e. 
The  allusions  in  the  poem  to  the  immortal  it \  of  the 
deceased  were  pretty  clearly  suggested  by  Virgil  v.  Juit 
they  contain  a  note  of  joy  and  rapture  which  is  new  to , 
the   pastoral    cle^y    and    reminds   ns   forcihlv   of    l.tjciJus. 


particular  importance  in  the  history  of  the  pastoral 
elegy  i-  the  confusion,,  at  rather  the  direct  nottibinatinm 
of  the  da.-.-ical  pa>o>ral  imagery  with  the  <  liristian  figure 
ot"  the.pii-tor  and  his  flock,  which  inevitable  took  place 
when  the  pastoral  came  to  be  treated  by  religious  writ* 
In  a  Latin  eclogue  of  the  fourth  century  by  Severua 
Sanctus,  <  'hrisl  i-  introduced  a-  averting  a  plague  from 
the  cattle  of  a  shepherd  who  worshipped  him.  In  the 
poem  ju-t  discussed,  the  identification  of  the  two  kinds 
and    the    uvo    kinds   of    "  lloek  *'    i-    clearly 
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ma< 


le.     The    oonafiBtioo    Quia    mtihlished    between    the 
a]  paatocal  and  the  ChriatiM  religion  sssd  ESS^y 
ad  the  utility  uud  soape  of  the  paeunal  ion...     It 
opened   the   way,    in   the  eclogue,   for   the   treatment    of 

matters  trcleaiuMical.  and  rendered  the  PASlflBal  elfif 
appropriate  t«>  the  death  af  ;l  ouemhe*  oi  the  stagy  as  it 
u.i-  to  iliai  ..f  a  poet  The  significance  of  theee  remarks 
will  be  clear  when  we  recall  the  ecclesiastical  .-at  ire  in 
Lycidas  and  remember  that  Edward  King  had  intended 
to  enter  the  church. 

It  is  doI  to  an  obscure  elegy  of  the  Carolingian  Renais- 
sance, however,  that  we  must  trace  the  direct  impulse 
toward  the  introduction  into  the  pastoral  of  ecclesiastical 
material,  which  was  BO  strong  in  later  times,  hut  to  the 
first  users  of  the  form  in  modem  times,  BoccaceioJ  and 
Petrarch.'  Adopting  the  allegorical  practices  of  the 
Middle  Ages  and  following  closely  in  the  supposed  foot- 
steps of  Virgil,  these  poets  used  the  pastoral  solely  as  a 
means  of  expressing  their  political,  religious;  and  moral 
ideas.  In  Eelogues  vi  and  vu  of  Petrarch  an  elaborate 
ajleguiical  satire  against  the  corruptions  of  the  church 
is  introduced.  In  Eclogue  vi  Pamphilus,  Saint  Peter  in 
pastoral  guise,  rebukes  Mitio,  Clement  V.  who  was  lead- 
ing a  corrupt  life  at  Avignon,  for  the  ill-keeping  of  his 
flocks;  in  Eclogue  vu  Epy  or  France  conspires  with 
Mitio,  whom  she  has  corrupted.  In  the  introduction  of 
ec<-l<-ia-tical  satire  into  the  pastoral,  Petrarch  led  kfcs  wav 
for  Mantuan  and  Marot,  who  were  followed  in  turn  by 
Spenser.  It  i-  the  latter  poet  to  whom  we  naturallv  lo,.k 
as   the   predecessor   in    this   rasped    of   Milton.     Vet   the 

1  ('arm inn   Illuatrium   PwtaruM   Italurum,   Florence.    1710,  Vol.  n 
pp    857  IT. 
■Franciaci    Petrareha    I'urmaia    Mimorm,    Milan,    1829.     Vol.    i. 
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presence  of  Saint  Peter  in  the  satires  of  both  Milton  and 
Petrarch  suggests  a  connection  between  the  two  works,1 
and  it  is  quite  possible  that   Milton  had   read  the   I. 

■He.-. 

The  freedom  with  which  Petrarch  and  Boa 
treated  [he  pastoral  form  in  general  is  observable  in  their 
handling  of  the  pastoral  elegy,  in  so  far  a~  they  entered 
that  field  at  all.  In  the  two  or  three  poems  of  Petrarch's 
which  can  !>e  called  elegies,2  the  formal  lament  i-  sub- 
ordinate tn  an  elaborate  allegorical  Betting.  The  classical 
motives  appear,  but  not  in  great  abundance.  Boccaccio's 
interesting  fourteenth  eclogue,  though  it  is  rather  a  vision 
than  a  lament,  is  allied  to  the  j>ast.>r;d  elegy  by  the  elabo- 
rate description  which  Olympia,  the  spirit  "I  Boccaccio's 
dead  daughter,  rives  of  Paradise  and  her  happiness  there. 
1  am  unable  t<»  find  traces  in  any  <>('  these  poems  of  direct 
influence  on   Milton's  Lycidas. 

'Tin-  temper  "f  tin-  invective  is  much  the  tame:  Pamphilus  in 
Petrarch's  poem  addresses  Mitio  thus: 

"  Purcifer,   hie,    Mitio?    nee    te   duriasima    aontem 
Sorbet  adhuc  telluat     [am  iam  mirabile  nullum  eat, 
Si   nemua  <'t   meaaea   atque  omnia   versa   retroraum 
Sjmmm   luaere  meam.     Cui   proh!     Custodia  culti 
Credita   mris   eratr     Cui   grex    paacendua   in   herbat 
[ntempestivis  perierunt  mortibua  agni." 

'  Eclogues  n.  \.  xi  The  Brat  of  these,  an  allegory  on  the  death 
of  Robert  of  Naples  (Argus),  i*  generally  suggestive  of  Virgil  v. 
The  consolation  at  the  close  is  untouched  by  Christian  coloring. 
Eclogue  x  i-  not  strictly  speaking  a  pastoral  elegy,  since  it  contains 
no  formal  lament,  it  is  rather  the  >t«>rv  of  (lie  shepherd's  loas  with 
incidental  expression  of  hi-  sorrow,  The  subject  of  the  poet's  grief 
i-  a  cherished  laurel  (i.  ...  Petrarch's  Laura).  His  friend  In. Is 
him  solace  himself,  since  the  tree  has  been  transplanted  to  the 
Elysian  Field*!  Eclogue  xi  is  u  kin. I  of  debate  between  heavenly 
an. I  earthh  consolation.  It  concludes  with  two  contrasting  laments 
for  (lie  .lea.l  Galatea. 
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Thfi  practice  of  making  the  eclogue  a  vehicle   for  di- 
mi.l    !„,-,, Mid    iilU-p.rv,    thus    inaugurated 
nvli  :m. I  !_ln«^i<'ci...  characterizes  in  ■  varying  degrei 
the  work  of  their  successors  in  the  pastoral  literatun 
the   Renaissance.     The  typical   representative  of  this  di- 
dactic  tradition    is   Giovanni    Battista,   called    Hantaan, 
whose  ten  eclogues,  connected   in  a  kind  of  series,  and 
entitled    Adulescentia,*    were    in    the    sixteenth    century 
regarded  not  only  a-  an  ideal  example  of  pastoral  com- 
position, bul   as  a  g Uy  moral   work,  more  worthy  of 

being  put  into  the  hands  of  boys  than  the  eclogues 
of  Virgil.  They  furnished  the  models  for  a  h«»-t  <»f 
later  didactic  dialogues,  including  the  crude  English 
pastorals  of  Barclay,  and.  in  a  degree,  the  She^earda 
Calender  «>f  Spenser.  The  influence  of  thi>  conception 
«.t'  the  eclogue  <>n  the  paatoxaj  elegy  was  to  open  the  way 
-till  further  for  the  introduction  «»f  alien  material-. 
personal,  phile.sophicj  and  didactic.  The.  long  personal 
digressions  in  the  Epitaphium  Damonu  and  Lycidas, 
while  they  are  hardly  to  be  paralleled  in  any  preceding 
elegy,  are  easily  explicable  when  we  consider  thai  the 
pastoral  eclogue  had  been  used  again  and  again  since 
Petrarch  as  a  means  <>f  expressing  in  a  modest  disguise 
the  personal  aspirations  of  its  author.2 


Tormina  Iluttrium   Poetarum   Italormm,  vi.  pp.   1 S4  fT. 

'Numerous  examplee  of  the  Latin  elo^y  may  lx>  found  in  thr 
Carmina  llluatrhun  FoefartMi  ftaJomm,  T  have  examined  Um  fol- 
lowing:  Ludorioi  AlamannJ  Mtlampua,  i.  4.*.0;  Petri  Aagell  Barg»l 
Varchiua,  i.  211;  Balthaaarii  Caatilionii  Abon,  in.  '2"''':  staphs! 
Barberini  .lulus,  n  80;  Petri  Bembi  Ltuoippj  tt  Aieomit  TummUu, 
Nioolai  Parthenii  Tkynia,  v.  SOB,  DorylM,  I  -"  both  of 
theee  poemi  ire  marine  elegiee,  modelled  on  Sannanro'i  Phyllit); 
M  Hieronymi  Vldm  Daphnit,  xi.  4:  Actil  Brneerl  Bannaaaril  PkyJ 
Hi.  vni.  :wr>.    Other  elegiee  may  be  found  in  th«>  eolleetioa  of  Latin 
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Fiui  whi^e  paela  like  Mantuan  were  handling  the  classi 
c.'il  eclogue  in  what  may  be  called  the  Mediaeval  spirit, 
tlir  Renaissance  had  seized  upon  tin-  pastoral  for  purp 
of  it-  riwn.  Elaborating  th*  <  >ri^i  n  a  I  pastoral  motive  of 
simplicity  into  tli<'  fully  developed  conception  of  the 
golden  ;i.Lrf,  the  pastoral  writers  of  the  Renaissance  soon 
found  ;i  wider  field  for  their  activity.  The  new  wine  <-f 
Arcadianism  could  by  no  means  be  contained  in  'It''  old 
bottles  "t  tin-  classical  eclogue  form;  and  tin  pastoral  idea 
invaded  the  realms  of  the  drama  ami  the  prose  romance. 
These  developments  were,  to  1*'  sun',  reserved  for  the 
vernacular;  but  the  renewed  interest  in  the  pastoral  set- 
ting  for  it-;  own  sake  had  its  influence,  too,  on  the  more 
conservative  Latin  eclogue,  bringing  about  a  more  con- 
Bistent  employment  of  the  pastoral  machinery  and  a  closer 
adherence  to  the  original  form.  Especially  important 
was  the  effect  of  the  rediscovery  of  Theocritus,  whose 
idyls,  unlike  the  bucolics  <>t"  Virgil,  furnished  models  in 
which  the  interest  was  purely  pastoral.  It  was  n>»  longer 
felt  as  essential,  though  it  was  -till  common,  to  conceal 
an   elaborate   idea   beneath   the   •'cortex"   of   tin-  eclogue.1 

From  this  renewed  tendency  to  seek  classical  models, 
the  pastoral  elegy  was  not  entirely  exempt:  the  laments 
of  the  later  humanistic  writers  are  generally  character- 
ized by  excessive  conventionality  and  the  absence  of  real 
frrief.  The  Lament  for  Bion  furnished  an  abundance 
of  new  motives,  which  were  repeated  ad  nauseam.      The 

biicolir  verse  entitled,  "  En  babes  Lector  nueolieomm  Aiitore* 
wwin."  etc.,  Basel,  Johannes  Oporinus,  1546.  1  have  not  ha<l 
-  to  this  \w>rk. 
1  For  a  jroneral  neeount  of  the  pastoral  literature  <>f  the  Rennis 
sanre,  especially  Italian  and  English,  see  YV.  \\  Greg's  extensive 
work.  Poatoral  /'■nil;/  and  Pastoral  Drama,  Oxford,   19M 
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interest  of  the  pastoral  poel  WU  apt  to  I*-  fully  M  much 
m  the  spectacle  of  t li«-  woeful  shepherd  an«l  in  the  pro- 
priety of  bii  piutoral  langt  n  the  substance  of  bii 
lament.  Nevertheless,  the  form  remained  of  oecessitj 
personal,  and  might  at  any  time  in  the  handi  of  an  indi- 
vidual poel  be  expanded  to  include  new  element!  growing 
..ut  of  special  circumstancei  connected  with  the  subject 
of  the  elegy  «»r  ld>  personal  relation  t<>  the  writer. 

Among  the  few  Latin  elegies  which  arc,  like  the  Epi- 
taphium  Damonis  ami  Lyi  :>t«*.  the  expression  of  personal 
feeling,  restrained  through  artistic  combination  with  the 
conventional  elements  of  the  form,  i-  Castiglione's  Alcon.1 
The  poem   ia  especially   interesting  for  the  present   dia 
mission  because  of  iti  emphasis  in  pastoral  (suns  oi  the 
friendship  existing  between  the  dead  shepherd  and  the 
ginger  of  the  lament.     "  We  lived  together  from  tender 
veers,"  the  shepherd  sings;  "we  lx»re  together  heal  and 
cold,  nights  and  days;  we  fed  our  kine  together.     These 
Books  of  mine  were  thine  also."    The  resemblance  be- 
tween these  lines  and  the  passage  in  Lyeidat  beginning, 
'•  K.»r  we  were  nursed   upon  the  self-same  hill,"  is  less 
.-triking    when     we  consider    how    narrow    the     range    of 
pastoral    equivalents   for   friendship   must    necessarily    be. 
The   possibility  of   a  connection   between   the  poemi 
strengthened,    however,    l>y    still    another    resemblance. 
(  Vtiijlione's  -hepherd  regrets  the  fact  that  he  was  absent 
when  Alcon  died;  and  say-  he  will  build  an  empty  tomb, 
" nostri  solatia  luctus."     So  the  singer  in   Lycidt,  "to 
interpose  a  Little  ease*'.'  fancies  that   he  is  decking  the 
tomb  of  Lycidas.     There  follow-  in  Alcon  a  flower  pi 
like  that  in  Lycidas. 

1  /.'«■.   (it. 
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The  onh  other  Latin  elegy  of  the  Renaissance  which 
has,  -"  far  as  I  know,  been  suggested  as  having  furnished 
materia]  for  Lycidas,  \>  Sanna/aroV  tir-t  piscatory 
logne,1  a  lament  for  the  drowned  shepherdess  L  hyllis, 
pui  into  thr  ni'Hith  of  a  shepherd  named  Lycidas.  Lnlike 
tin-  majority  of  the  Renaissance  elegies  this  poem  i-, 
apparently,  pure  fiction.  It  was  characteristic  of  San- 
nazaro,  who  wrote  the  most  famous  of  all  the  pastoral 
romances,  and  made  his  Latin  eclogues  an  interesting 
innovation  on  the  old  tradition  by  shifting  tin  scene  from 
tin-  plain-  of  Arcady  to  the  Bhores  of  the  Lav  of  XapN-. 
to  be  interested  even  when  writing  an  elegy  in  the  pas- 
toral fiction  for  it-  own  ^akc  We  must  look,  then,  in 
the  poem,  not  so  much  for  personal  feeling  as  for  a 
beautiful  and  appropriate  handling  «>f  tin-  old  material. 
What  niii-t  have  attracted  Milton  to  tin-  poem,  if  he  did 
indeed  know  it,  i-  it-  felicity  of  Btyje,  and  the  circum- 
stance that  the  lament  i-  for  pjl£  who  had  mej  death  by 
drowning.  The  closest  parallel  to  Lycidas  is  to  !»«■  found 
in  the  passage  in  the  Latin  work  in  which  the  shepherd 
hail-  the.  departed  >pirit  wherever  it  may  \«  and  bids  it 
look   toward-  it.-  furmiii  home: 

"  At  tn.  aire  altum   felix  colia  rthera,  aeu  iam 
Elyaioa    int<-r   manes   cvtuaque    verendoa 
LetluMa,  sequeria  per  *tapia  liquentia   pit 
Seu   legia  a»t*rnoa   Formosa   pollice  Bora 


Aapice  no-,   mitiaque  rati.     Tu  numen  aquarum 
Semper  eria;   semper  latum  piscantibus  omen."8 

'  Lor.   rit. 

'  Vv.  01  ff.  The  pasaaj^  is  imitated  in  the  rinse  of  the  pastoral 
lanifnt  by  NieholatU  Pnrtheniu*.  /««■.  rit.  Aftor  dedarinR  that 
Thjrsia  ia  following  the  happy  Bahaa  in  Elysium,  "  felirior  ip*-." 
Mopaua  addreaaea   him   it-   ■   god: 

"()   Dorydon,    Deua   ille,    altarum   ft    nunion   aquarum; 
Sis   fclix   fauatuaque   tuii  " 
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In   Lycidas,  it   will   !><•  remembered,  the  ihepherd   after 
speculating  where  the  body  of  hi-  friend  may  be, 

■  W  hethei    beyond  the  itormj    Hebi  id 

l.i.l-  hie  gpirit  *'  look  homeward."  Later  he  invokes  l.y 
cidas  not  merej)  a-  a  [imropting  Bftil.it,  as  in  Virgil's  fifth 
-lie  but  specifically  la  'l"-  "  genius  of  the  shore," 
an«l  that  in  words  almost  identical  with  those  uaed  By 
Sannazaro: 

"Henceforth  thou  art  the  Genius  <>f  the  shore, 
In  thy  large  recompense,  and  ihalt  1m'  good 
To  all  that  minder  in  that  periloua  il«x>»l." 

The  lines  in  Lycidas  following  that  quoted  al 

"  Where  thou  perhaps,  under  the  whelming  tide, 
Viaifat   the  bottom   of   the   monstrous   world." 

may  perhaps  have  been  suggested  by  an  earlier  passage 

in  Siuimizaru's  piH'in,  in  which  the  shepherd  declares 
that  In*  will  wander  through  and  <>\cr  the  sea,  amidst 
it>  monsters.'  It  is  interesting  t.»  note,  \>»>,  that  Sanna- 
zaro as  well  as  Milton  mentions  the  name  of  the  not  very 
familiar  nvm|>h,  Panope.-2  These  resemblances  are  too 
striking  to  l><-  tin-  result  <»f  accident.1  Saniiazaru.^ 
logues  were  among  th<-  beat  known  of  tin-  Latin  pastorals 

1  Vv.   72-75. 

'She  i-  mentioned  twice  by  Virgil:  Enetd  v,  24<»  and  H 
■  Nevertheless  Milton's  debt  to  Baauuumro  is  oomparatively  alight. 
Such  a  iweeping  statement  as  the  followinf  from  the  Dictionary 
of  Wational  Biography  >sub  King.  Edward)  wholly  diaregarda  the 
exietenea  ol  i  conventional  elegiac  type:  Milton  probably  aaedeDed 
his  [«>em  after  an  Iulinn  (sic)  eclogue  entitled.  '  Phyltta,'  in 
which    l'hylli-.'   death    is    bemoaned    by    a    sh.-pherd    named    Lv.-idas." 
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of  the  Renaissance,  and  it  is  natural  that  Milton  should 
have  read  them.1 

From  the  ne.w  Vfimar"1'"  dfivflnpmtaib;  uf  il»'  pastoral, 
the  pastoral  elegy  in  t  li«  atricter  Benae  remained  apart. 
Lovers'  laments  exist  in  the  Arcadian  literature  <-f  the 
Renaissance  in  abundance;  laments  for  the  death  oi 
imaginary  shepherds  may  occasionally  be  found;  but  the 
renewed  interest  in  the  pastoral  idea  for  its  own  sake, 
which  is  predominant  in  the  romances  of  Sannazaro, 
afontemayor,  and  Sidney,  excluded  the  lamenl  for  a  real 
person.  Such  belong  to  the  didactic  and  classical  tradi- 
tion of  the  eclogue,  and  when  serious  elegies  came  to  be 
written  in  the  vernacular  they  adhered  more  closely  to 
the  original  forms.  Even  in  the  case  of  the  fictitious 
elegy,  the  influence  of  the  classical  conventions  remained 

Bti g.      Eclogue  xi.  in  Sannazaro's  Arcadia,  for  example, 

is  an  almost  Blavish  imitation  of  the  Lament  for  Bion, 
with  the  addition  <>f  the  inevitable  consolation.  Eclogue 
v  2  in  the  same  work  is,  to  be  Bure,  composed  in  an  elabo- 
rate lyric  stan/a  ratlin-  than  in  the  terza  rima,  which  was 
the  common  measure  for  the  didactic  eclogue  in  Italian: 
hut  even  in  this  poem  there  is  hardly  a  motive  which  is 
not  derived  from  the  Lament  for  Bion  or  from  the  fifth 
eclogue  of  Virgil. 

Of  the  vernacular  elegies  which  preceded  Lycidas,  other 
than  those  in  English,  very  little  need  be  said.  In 
general  they  conform  to  the  type  established  by  the  Latin 

*  The  influence  of  Sannazaro  may  be  traced  in  England  in  Phineas 
Fletcher's  PieMtorte  Eyloyurs,  which  were  published  only  four 
years   l>efore    Lycidas. 

'  "  Ergaato  sovra  la  sepulture;  "  of.  also  Kon*ard,  Ec.  vi,  "  Sur 
la  mort  de  Marguerite  de  France."  (Zuvret  completes  .  .  .  par  If. 
Prosper  Blanchemain.  Parte,  1*60.  t.  iv.  p.  22.  and  S|>en8er's 
NovemlxT   eclogue   in   the   shrphrard*   Calender. 
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works  and  depend  in  large  measure  on  the  elaaaiea  for 
their  pastoral  and  elegiac  motives.  The  process  of  trans- 
planting and  naturalising  the  elegy  wai  not,  however, 
entirely  without  its  effect.  Conformably  to  the  spirit  and 
geniui  of  the  Renaissance,  and  to  it-  freer  conception  of 
the  pastoral,  the  elegies  of  EEe  vernacular  arc  somewhat 
richer  in  coloTing,  somewhat  more  prone  to  the  use  of 
fanciful  ornament,  than  us  the  classical  representatives 
of  the  form.  The  adoption  of  rhyme  and  in  Borne  cases 
of  a  less  regular  measure  made  j*»s>il>lc  *w""iv  effective 
leoi.JJinp  0f  fho  limbic  of  the  dirge  with  its  changing  k< 
The  tendency  of  the  didactic  Latin  pastoral  to  make  the 
rustic  setting  merely  perfunctory,  as  in  the  case  of  Man- 
tuan,  was  somewhat  checked;  the  vernacular  elegies  have 
rather  mure  of  the  pastoral  atmosphere  and  of  the  original 
grace  of  the  pastoral  imagery.  On  the  other  hand,  the 
vernacular  elegy  wa*  even  freer  than  the  Latin  in  its 
admission  of  personal  references  and  digression.  Ron- 
sard's  elegv  OU  the  death  of   Henry    II.1    though   sung  by 

a  fictitious  shepherd  in  the  course  of  an  elaborate  pastoral 
cutest,  contains  references  to  Henry's  deeds  under  the 
slightest  veil  of  pastoral  imagery: 

"  1m  wra   ton  .Innot.  qui  rhantora  te*   faito, 
TVs  guerre*,  tea  oombste,  ten  anaemia  desfaita. 
Kt  tout  08  ejin^  to  main  d'invineiblc  |>uissanee 
i  >»a  |M>ur  redmaer  la  houtotto  da  France." 

Deserving  of  particular  mention  among  the  French 
elegies,  as  the  original  of  Spenser's  November  eclogue, 
is  Marot's  lament  for  Louise  de  Savoy.1     The  poem  re- 

1  Ronaard.  op.  tit.,  p.  22. 

'(Euvrtt  Complitet  <l>   Clement  Marat,  par  B.  Saint-Mare.     Pari*, 
1870,    I.    pp.    4s;,  if. 
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-eiuhle-    l.l/<itl<ls    ill     li;i\  1 1 1 j_i     li"    one    of    the    great 

.-    ,,-    ii-    particular    model,    Inn    employ  inn 
from   them  all  ami   handling   lhc-e   motive-    with    inj 

iluin.  Notwithstanding  the  1  ;i»-t  thai  Man  it  taken 
care  in  general  to  preserve  the  genuine  pastoral  mood, 
the  poem  is  filled  with  personal  allusions.  We  are  told, 
for  example,  how  '*  Bergcre  Loyse"  used  to  lecture  her 
shepherdesses  (the  maid-  of  honor?)  on  the  -in  of  indo- 
lence; and  bow  they  would  straightway  Intake  themselves, 
one  to  her  needle,  another  to  planting  her  garden,  another 
to  feeding  dove-.  After  a  description  of  the  happ^  state 
of  the  blessed  Bpirit,  which  may  have  influenced  Milton 
through  Spenser,  we  have  a  (lower  passage,  interesting 
as  showing  how  this  classical  motive  was  inevitably  elabo- 
rated and  colored  in  the  vernacular.  One  -tan/.a  may  be 
quoted. 

"  Passeveloux   de   pourpre  coloree, 
Lavande  tranche,  aeilleti  de  coleur  vive, 
Aubepini  blanc,  aubepina  azures, 
Kt    tout*--   fleurs   de   grand   beauM  nayfvi 

The  influence  of  the  Renaissance  pastoral  in  Italian 
and  French  may  in  a  general  way  he  traced  in  /,//</. 
hut  it  i-  improbable  that  Milton  owe-  a  special  debt  to 
any  one  of  the  Continental  writer-.  lie  must  of  course 
have  read  the  great  dramas  of  Tasso  and  Guarini  and  the 
romance  of   Sanna/.aro ;'    he   probably   knew   many   of   the 

'Eclogue  \  in  Sannazaro'a  Arcadia  contain*  a  passage  which  Mil- 
ton ma;  have  had  in  mind  when  he  wrote  the  concluding  lines  ol 
/.(/'  idat . 

"  Altti  monti,  a  It  ri  piani, 
Alin   boschi   e   rivi 
Vedi   nel   cielo,  e   pin   novelli   tiori." 

Cf.    LycfclM,    II,    174-5: 
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elegies.  It  it  not  surprising,  however,  if  few  of  the  li 
impressed  themselves  upon  hi~  memory.  Samuel  John- 
-<>u.  in  Ins  criticism  of  Lycidas,  remarks  'In"  Milton  owed 
the  peculiar  metrical  structure  of  his  poem  to  the  Italian-. 
This  Beemfl  entirely  probable.  The  irrggujaj  inirpductjon 
of  Bhort  tini-  ggd  tin-  use  of  an  ijregular  rhyme  scheme 
are  characteristic  of  the  choruses  ■  ■(  the  Aminta  and  the 
Pastor  Fido,  and  they  occur  but  rarely,  if  at  all,  in  Eng 
fish  poetry  before  Lycidas.  But  what  Milton  ora  to  the 
specifically  Renaissance  developments  of  the  pastoral  be 
derived  nol  ><»  much  from  the  Italian  and  French  direct 
as  through  the  pastoral  tradition  <>f  his  native  land.' 


V. 


First  among  the  Knglish  pastorals  in  importance,  and 
practically  first  in  time,  stands  the  Shepheards  Calender 
of  Spenser,  published  anonyjnously  in  1579.  The  earlier 
attempts  of  Barclay  and  Qooge  were  by  that  time  for- 
gotten, and  Spenser  regarded  himself  a^  a  pioneer,  setting 
<>ut  deliberately,  as  "  E.  K."  tells  u>,  •'  to  furnish  our 
tongue  with  this  kind  wherein  it  faulteth."  From  the 
publication  <>f  this  work  the  Btream  of  pastoral  writing 
in  English  flows  on  without  interruption  until  the  <latf  of 

"  Where  other   grove*  and  other  streams  along, 
In    Meter    pure    his   oozy    looks   he    \n\ 

A  similar    passage   occur*   in   the  eclogue  of   Ronsard.   Already   men- 
tioned 

"  Tu   voil  autres  forests,  tu  vois  autres  rivages, 

Autre*  plus  bsuU  roc  hers,  autres  plus  verds  bocages, 

Autree  pre*  plus  berime*,"  etc. 

1  The  vernacular  works  of  Luigi  Alemanni,  Antonio  Fereira,  Jean- 
Antoine  Batf  contain  pastoral  elegies.  Others  may  be  found  in  the 
pastoral  collection  of  <;.  Ferrario.  P»*»i  I'astorali  r  Rustical*. 
Milan.    1808 
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the  publication  of  Lycidi    Bpeojwdi  poBBi  rrchihited  ■ 

striking  divergence  from  the  familiar.  pa-t..ral  tradition. 
lin«|  improvement  on  it.  I'iim  of  all,  l1  combined  in  un 
unusual  way  tin-  two  main  tendencies  of  the  Renaissance 
j.a-iural,  that  represented  by  the  Latin  eclogue  an-1  that 
represented  by  the  various  claim  of  paatoral  writing  in 
the  vernacular.  Bpenaer  drew  without  diacrimination 
from  the  WOlfa  of  Mantuun,  Sauna/an.  (both  in  his  Latin 

ecloguea  and  in  lua  Italian  romance),  from  the  French 
eekguei  of  Marot,  and  from  the  classics.1  He  added, 
moreover,  to  the  didactic  elements  of  the  eclogue  and  to 
the  pretty  sentiment  of  the  Arcadian  pastoral,  a  freshm 
of  interest  in  rustic  life  and  a  lyric  quality  which  are 
peculiarly  Elizabethan  and  English.  The  eclogues  of 
Speneer  have  little  of  the  epic  Bweep  of  Virgil;  they  have 
rather  the  qualities  of  gentleness,  grace,  and  rustic  charm 
which  are  characteristic  of  Theocritus  and  are  mure  con- 
genial to  the  true  pastoral. 

The  most  important  of  Spenser's  innovations  in  the  • 
pastoral  was  his  introduction  of  artistic  unity  into  a  series 
of  eclogues.  Three  of  the  eclogues8  deal  with  progres- 
sive stages  in  Colin's  love,  and  the  moods  of  the  poems 
change  with  the  changing  year.  Now  the  story  thus 
narrated  is  melancholy,  even  tragic,  and  the  prevailing 
tone  of  the  series,  notwithstanding  the  fact  that  single 
eclogues  are  light-hearted  or  even  humorous,  is  one  of 
gloom.  The  poems  in  which  Colin  gives  expression  to 
liis  grief  and  despair  are  particularly  mournful;  they 
produce  essentially  the  same  effect  as  the  first  and  second 
idyls  of  Theocritus,  and  are  thus  closely  allied  with  the 


See    O.    Reinsert,    Rpenafr    und   du>   friihere    Rukolik.    Anglia    IX. 
205. 

'January,   June,    December;    Coli 
by    Hobbinol    in   the   April   eclogue. 


|    Mf 

•January,   June,    December;    Colin's    hard    case    is   also   discussed 
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pastoral  elegy.  The  aeries  atnUina,  moreover,  one  formal 
elegy,  a  lament  "  for  some  maiden  of  great  Mood,  whom 
he,  the  author,  ealleth  Dido."  Tin  poem,  which  ii 
modelled  closely  on  Marat's  lament  for  Louise  de  Savoy, 
forme  i  striking  contrast  in  -pi ri t  and  style  with  Lycida*. 
The  dominant  characteristics  of  the  earlier  poet*!  pastoral 
Btyle  were  such  as  tended  to  emphasise  the  very  qualities 
which  pastoralism  lends  to  the  elegy,  a  grace  and  charm 
which  relieve  the  sad  theme  and  make  grief  more  toler- 
able by  surrounding  it  with  imago  of  beauty.  'I  !)• 
elaborate  lyric  stanza  in  which  the  poem  is  written  gj 
an  effect  far  different  from  th<'  irregular  versification  of 
J.i/i  idjis,— which  -T3"  hardly  lync~--Ht^air~  The  fact  that 
Spenser  adopts  the  form  of  his  eclogue  with  little  modi- 
fication from  Marot  minimizes  the  personal  element  in 
the.  el( 

Less  conventional   ami   richer  in  personal   allusion  hut. 
equally    in  contrast    with   Lycidas   in   tone,   i-   Spent 
'hdumJuK  one  of  the  numerous  pastoral  elegies  on  the 
death    of    Sir    Philip    Sidney.      The    prevailing    note    of 
gentleness  is  -truck  in  the  opening  stanza  of  lament: — 

\    gentle   shepherd   borne   in   Aready, 
<  if  gentlest  race  that  ever  shepherd  bore. 
About   the  graaaie  bnncka  of   Htmny 
Did  k<-«|>  hia  ibeep,  ln>  little  -t<»k  and  store. 
Full  carefully  he  kept   then  day  ami  night, 
In  fairest   gelds;  and  Aatrophel  be  bight" 

I  he  -pirit  of  the  closing  lines  of  Lycideu  has,  to  ho  sure, 
much  in  common  with  the  above-quoted  passage;  but  in 
general  the  later  poem  strikes  i  higher  note  than  any 
heard  in  Spenser's  pastorals.  For  s  parallel  in  the  past- 
oral to  the  loftiness  of  Milton's  style  we  must  go  not  to 
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the  ShepheartU  Calender  nor  to  any   English  poem,  hut 
t<>  (lie  eclogues  of  Virgil. 

Yet  Spenser  too  had  his  share  in  supplying  the  pastoral 
material  of  Lycidas.  Three  poems  in  the  Shepheards 
Calender,,  the  Ma>.  .Iul\.  and  September  eclogues,  con- 
tain ecclesiastical  satire;  ami  one  passage  in  the  first  of 
these  bears  a  marked  resemblance  to  the  invective  in 
Lycidas.*  That  Milton  found  in  Spenser  the  l>est  and" 
nearest  precedent  for  the  introduction  of  such  material 
into  the  elegy  can  hardly  be  doubted.  He  may  also  have 
found  there  a  precedent  for  bringing  in  allusions  to  his 
own  poetic  aspirations.  The  October  eclogue  sets  forth 
'•  the  pet  I'  et  pateCQ  QI  a  JPQSL  winch,  finding  no  inainti- 
nance  of  his  state  and  studies,  complaineth  of  tin-  eon- 
tempt  of  poetry,  and  the  causes  thereof."     Cuddie,  the 

disheartened  hard,  laments  1 1ms  to  hi>  friend   Tier-: 

"The  tin | •  | mt  ditties  that    I   wont    devise, 
To  feede  youthes  faneie,  and  the  Hocking  fry, 
Deli^hten  much:  what   I  the  ix-tt  forthyt 
Thej    dan  the  pleasure,   I   h   nclender   prii 
I    beate    the   lni-.li,   the   byrdes   t«>   them   do   Hye: 
What  tfiM»l  thereof  t«>  Cuddie  can  ariae?" 

1  May.    II.    38 ff.:— 

"Those  faytours  little  regarden  their  charge, 
While  they,  letting  their  sheepe  runne  at  lnr>jp. 
Paaaen   their   time,   that    should   !«■   »pnrely   sjM'nt. 
In  luatihede  ami  wanton  merryiitent- 


lt\it  they  been   hyred  for  little  pay 

Of  other,    that    caren    a-    little    ai    they 

What    falleth   the   llocke,   so  they   han   the   fleees 

I  muse  what  account  both  thew  will  mnke 

Wh  ii  great   Pan  account  of  shepeherdes  shall  aake.' 
Cf.  Lycidas.  11.  113  ft. 
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And  Piers  replies: 

"  t'uddie,    tin-    prajse   i-   I-  !'■  i    than    the    ;  i 
The  glory   eke   much  greater   than   the   gain 

The  familiar  passage  in  Lycidtu  about  fame  -'  is  j»r< >inpr«-. I 
l>\  the  Bamo  feeling  of  tin-  uselessnesa  of  poetic  endeavor, 
aii«l  it  contains  a  very  >imilar  turn  of  thought: 

'• '  But  not  the  praise,' 
I'h'i-hus   replied,  'and   touched   my   trembling  ears.'" 

The  consolation  in  Lycidtu  resembles  tli<j  close  of  the 
November  eclogue  to  a  marked  degree;  the  parallels  are, 
to  !><•  -urc,  little  closer  than  in  sonic  of  the  other  Christian 
elegies;  bul  it  is  natural  t<>  refer  the  passage  particularly 
t<«  Spenser,  fnun  whom,  asiile  from  the  classics,  Milton 
would  have  been  most  likely  to  derive  his  conception. 
It  seems  probable  also  that  the  flower  passage  in  Ly- 
cidas  owes  something  to  the  lines  in  the  April  Eclogue, 
beginning — 

"  Brin>;   hether    the    pinc-kc   and    purple   cullambine, 
With   gelliftowers; 
Bring   coronation*,   and   sops    in    wine. 
Worne  of  paramount. " ' 

For  Milton,  like  Spenser,  adds  to  the  conventional  enu- 
meration a  considerable  amount  of  fanciful  description: — 

"  Bring    the    rathe    primrose    that    forsaken    dies, 
The  tufted  crowe-toe,  and   pale  jessamine. 
The  white  pink,  and   the   pansy  freaked  with  jet,"  etc. 

The  above-mentioned  general   parallels,  together  with   a 

'October.   11.    13  ff.  •  LI.  64  ff. 

•LI.    136  ff. 
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few  detailed   reminiscences,1   are,   I    believe,  sufficient   t>» 
phicr  Sj><  ii-«  r  among  Milton-  direct  sources  for  the  p 
<>ral  tradition,  second  oujj    in  importance  to  Virgil. 

The  \a-t  and  multifarious  pastoral  literature  which 
was  written  in  England  between  the  publication  of  the 
Shepheards  Calender  in  1570  and  thai  of  Lycidtu  in 
lti.'!^,  did  little  or  nothing  to  modify  the  types  established 
by  the  classics  and  by  the  Arcadian  and  didactic  t r;i •  1  i 
(ion-,  of  tlir  Renaissance,  hi  the  eclogues  and  lyrics,  ih<- 
influence  "t  Spenser  continued  strong,  imparting  t..  the 
English  paa.k>ra]  a  healthier  and  more  genuinely  rustic 
tone  than  thai  of  the  sentimental  Italian  models  which 
were  dominant  in  tin-  drama  and  Romance.3  Throughoul 
this  literature  there  was  the  usual  proportion  of  pastoral 
elegies  on  the  death  «>f  real  individuals.  A  great  impulse 
to  this  kind  of  composition  was  given  by  the  death  of  Sir 
Philip  Sidney  in  1580,  an  inevitable  subject  for  the 
pastoral  lament.     Most  important  of  the  tributes  to  Sid- 

'  Cf.  November,  II.  S7-8: 

"  For  dead  i«   Dido,  dead  nisi*!   and  drent. 
Dido,  tin-  greate  ihephearde  hi*  daughter  iheene  " 

Rnd    Lycidtu,  II.  »-10: 

"  For    I.ycidas   is   dead,    dead   ere   his   prime, 
Young   F.ycidas.  and   hath   not    left    his   peer." 

For  a  similar  repetition  sec  defropael,  11.  fi-S.  The  phrase  "scorn 
of  homely  thepheard'l  quill"  (.lunc.  1.  67).  wrmi  to  be  eehoed  in 
Milton's  "homely  slighted   ebepheard's   trade"    [Lyoidaa,   I.   86). 

•The  latest  account  of  the  formal  eclogue  in  English  from  the 
time  of  S|M'iiscr  to  the  middle  of  the  seventeenth  century  is  Dr. 
I!  I'  Cbry'i  article.  Thr  Golden  Age  of  thr  S  prntrrian  Pastoral, 
I'ubluattons  of  thr  M.  /..  .4..  x\\  1  <  f  also  Cre^  op.  cit..  and 
i  i»kar  Smimcr.  /•>*<<  r  \  <  rsuch  iibrr  die  englischt  Fltrtendichtung. 
Marburp.    1KSH. 
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nej  was  the  series  entitled  Attroyhttt  containing  the 
Spenserian  elegy  already  referred  to,  the  Doleful  Lay  of 
Clorinda,  written  probably  by  the  Countess  of  Pembroke, 

lWo  , ms  by  Lodowick  Bryakett,  and  tone  non-paatoral 

laments.  The  volume  contained  aleo  ■  long  elegy  by 
Spenser,  the  Daphnaida,  which,  though  paatoral  in 
imager)  an.l  tone,  has  little  relation  to  the  formal  el 
being  modelled  on  ( !haucer's  Book  of  the  Ducket*  Ajnong 
the  later  elegies,  William  Browne's  poem  on  the  death 
of  Mr.  Thomas  Manwood,  the  fourth  eclogue  in  the 
collection  entitled  The  ShephearoTe  Pipe,  published  in 
1614,  is  frequently  referred  to  as  the  source  or  inspiration 
of  Lycidas.  It  is  doubtful,  however,  if  a  single  un- 
doubted borrowing  on  Milton's  part  can  he  established 
The  poem,  like  ■  doaen  others,  belongs  to  the  general  type 
of  Lycidas;  it  differs  from  the  latter  elegy,  however,  in 
having  the  narrative  introduction,  and  in  being  without 
digressions.  The  passages  which  have  been  quoted  in 
evidence  of  a  connection  between  the  two  poems  are  of 
little  weight  in  view  of  the  extreme  conventionality  of 
the  form.1 

■  Pint  published  in  1695;  most  <>f  the  poem*  must  have  been 
written  ■bortly  after  I58S.  The  eeriea  i*  reprinted  in  the  Cam- 
bridge  Edition  <>f  Spencer,  Boston,    IMS,   pp.  rt»»  h*. 

'Mr.  W.  \V.  Dreg,  <>/'•  <■' .  I1  117,  remarks  that  the  only  resem- 
blance between  the  two  elegies  is  the  fad  that  the  -objects  of  both 
were  drowned;  but  Browne'i  poem  eontaina  ni>  allusion  to  the 
circumstance!  of  Manwood'i  death.  One  of  the  upholder!  of  a 
oonneetion  between  the  two  poeme  is  htiae  Katrina  Wiadachcid,  Dit 
enyhKihr  II ,,  h  n.l»  hi uixj  ran  1579-1028,  Hall,-,  ls'.t;,.  The  follow 
ing  is  a  fair  ipeciinen  ol  the  parallel  pnaaagaa  cited  bj  bar  in  proof: 

••  Hilton:    "  But  0  the  heavy  change  now  thou  art  gone." 
Browne:   '  Hut   tie  it  gone;   then  inward  turn  your  light. 
Behold  bim  there;   bore  never  thall  you  more.'" 

Tbu  nwat  itriking  reeemblanee  is  the  closing  stanza;  but  both  poeU 
are  merely  following  the  conventional  Virgilian  cloie. 
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It  is  not  likely  that  Milton  was  much  impressed  by 
any  of  the  English  elegies  beside  those  of  Spenser. 
Adhering  in  genersl  to  the  established  tradition,  and 
offering  little  thai  was  individual  in  thoughl  or  expres- 
sion, they  would,  while  carrying  on  the  didactic  snd 
elegiac  tradition  to  the  very  date  of  Lycidaa  and  making 
the  eclogue  a  contemporary  type  of  literature,1  simply 
range  themselves  in  hi-  mind  with  the  three  or  four  great 
examples  of  the  form.  Pastors]  poetrj  lia-l  a  remarkable 
faculty  of  holding  to.  the  commonplace.  It  was  easy  to 
u-nto   pl'Mlsinyt.Y   in   the  pastoral   stvle;   to_wntemjha  t 


m  i....- 


style  a  poem  that  was  really  great,  demj 


"which  coul3jriujnjAovt*r  the  restrictions  imposed  upon 

It  by  the  factthat  itmuat  accept  iivu^h_of_n£j5tf>try  ready 

made      In    all    the   long   history   of  the    pastoral    before 


Ef/ctdas  there  are  three  or  four  great  name..      For  later 

writers  their  work's  sum  up  the  pastoral  tradition.  It  is 
to  them  that  the  poet  will  look  f<>r  direct  inspiration. 
Theocritus,  Virgil,  ami  his  own  Spenser— with  these 
Milton  felt  a  kinship  of  gejuua;  from  them,  when  he 
chose  to  write  at  all  in  the  most  conventional  of  literary 
forms,  he  drew  both  the  conventions  themselves  and  the 

cret  of  finding  his  way  Beyond  them  into  the  reahns  of 
lofty  and  original"  poetry '. 

Wt  Lyndus  j£Jo"~a~^«''r1  ark  able  deirrce.  |  he  result  of 
growth;  "it  gathers  within  its  compass,"  says    Mr.  Greg, 

us  if  were,  whole  centuries  of  pastoral  jnmMlion.''  'I  he 
vast    assimilativt 


power   of   Milton   had    hen-    its   gn 
opportunity;   for  the  merit   of  a   pastoral  consisted  not   so 
much  in  it-  originality  as  in  its  faithful  reproduction  of 


1  Th>-  Skepherd't  Oracle  by   Krun.ii  Queries,  written  ■   few 
before  Lycidat   but   not   published  till   lii-m.  contain!  an  abundance 
i>(  religioua  satire. 
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J  Tin1  opening 

and     ill' 

V-   Indian  journ< 

The  in'  r 

III.     Oth(  r    ell 

tion  mined  F>\ 

oral  for  these   Milton   had, 

ii.  ample  precedent  in  the  ; 

What,  then,  -hall  we  say  of  /.  ■  \v..rk 

I-  it    thi 

that  it  is  epnvcjntionaj  mar 
original   in  tl  w  know  Lycidas  well 

rpn.j    it    in    11    rittino-  "i,^.^    vrofiti.l   our-fl  ing 

►  TliaT  it*  j^-t'Tal  iiiiairiTv  i>  inliercntlv  ahsurTT     TlU1  cull" 
rentions    which    at    ti  .  ith    the 

subject,  gradual!;.  And  w  I 

•■ii'-'  to  regard  any- 

thing  more   than 

'Vv     12.S  fT.    and    166  ff.  The   account    in    the    FpitnpMium    of    the 

forne                   tion    of    thi  -imilar    to    that 

in    Lyptdoi    (II  have  mmo   uptvinV   ronom- 

blancee  apparently  not  .mmon  original.     There  is  also 

in  the  Kpifpkium  one  pi  Mip  phrasing  of 

"He  mill  •    upon   his  watery  birr  un« 

In  Uth  poena  Miltoi  ,n  nn  his  own  aspire 

ing   in  a   higher   strain       F.p     lfi< 
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tracting  from  the  beauty  of  i li« -  poem,  but    forming  an 

-  <-Mn;ial  cli  1 1 nil t  of  it  '-I.i-.~K'  charm.  For  thj-  supreme 
honntv  of  !.,(,;,}„<  lies  pnrtlv  in  thi-  very  fuTT'TT'tTg 
conventionality.      I      grief  i-   n"1  of  ^e  kind  thai 

■the-  and  rests  us  like  calm  music.  For  a 
moment,  indeed,  we  arc  aroused  by  an  outburst  of  terrible 
indignation,  bul  the  dread  voice  is  Boon  past  and  we  -ink 
back  again  into  the  tranquil  enjoyment  which  comes 
from  the  contemplation  of  pure  beauty,  unmarred  by  any 
newness  of  idea,  unclouded  by  overmastering  emotion. 

- 


- 
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